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PREFACE 


The ancient Greek system of musical notation was not highly regarded in antiquity. 1 Aristo- 
xenus condemns it as a banausic skill, too defective to form part of serious musicology. 2 The 
Alexandrian scholars seem never to have used it, but to have produced text-only editions of the 
lyric poets. 3 Varro does speak of the notation as if it was something generally familiar, 4 but 
Quintilian, for all his high esteem for the role of music in the orator’s education, excludes the 
use of notation from his programme. 5 It is in accord with this that the treatises to which we owe 
our knowledge of the ancient notation are all of later date. 6 Clearly the technical side of music¬ 
making remained for a long time beneath the dignity of literature. 7 Nevertheless, a series of 
documents of Greek vocal and instrumental music has been preserved in inscriptions and medi¬ 
eval manuscripts and above all on papyrus. They extend in date from the fifth century BC to the 
fourth AD. 8 

The present collection of all the ancient musical scores so far known is not published with the 
intention of providing materials for the reconstruction of the sound of ancient music. To say no¬ 
thing of the fragmentary condition of most of the pieces, such an endeavour is precluded by the 
nature of the ancient notation. Its transcription onto the modem stave is indeed straightforward, 
once one has settled on an appropriate pitch level. But everything that comes under the heading 
of ‘performance practice’ remains open to question: intonation, tempo, vocal forces, tuning, the 
form of the accompaniment. 

The significance of the fragments here assembled is rather that they provide answers to a 
number of philological and music-historical questions that would otherwise remain insoluble. 
Following the chronological sequence of the fragments, we observe how a rhythmical notation 
develops to supplement the pitch notation. We can see how classical enharmonic scales are later 
displaced by chromatic ones, and how these are enriched in the later Hellenistic period by semi¬ 
tone accidentals which bring us closer to the modem concept of chromaticism. In the Roman 
period diatonic scales predominate. On the other hand, the taste for melisms, which already ap¬ 
pear in the fifth century BC (no. 3), grows continually as time goes on; one of the latest pieces 
(no. 59), a fragment of a Christian hymn, already hints at the melismatic psalmody of the Middle 
Ages. Collectively, the fragments make it possible to establish the pitch level at which the an¬ 
cient notation is to be read. 

There are texts here that make an important contribution to our knowledge of the cultic and 
dramatic poetry of the Hellenistic and Roman periods, perhaps even some from the fifth century. 
There is a change in the matter of word setting: the older, strophic texts pay no regard to the 
word accents, whereas in and after the later Hellenistic period there is concern to reflect the word 

1 West 2 (1992), 254-76; Pohlmann (1997). 

2 Aristox. Harm. 2. 39 f. 

3 Pohlmann (1994), 23 f., 32. 

4 Varro GrRF 282. 109 ff.; in general, Wille (1967), 489-91. 

5 Quint. Inst. 1.12. 14; Marrou (1946). 

6 Pohlmann (1995), 1657-63. 

7 Pohlmann (1998). 

8 West 2 (1992), 277-326. 
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uccctil in the melodic line. Reconciliation of the attested melodies and rhythms with modem 
conceptions remains a goal that musicology has not fully achieved. 

fhe greater part of the fragments contained in this book (nos. 3, 8-18, 20-1, 23^10, 42-3, 
50 2, 59) comes from E. Pohlmann’s Denkmaler altgriechischer Musik (1970). Those sections 
were revised by both editors and translated into English by M. L. West. The new fragments (nos. 
1~2, 4-7, 19, 22, 41, 44-9, 53-8, 60-1) were contributed by West and partly revised by Pohl- 
mann. 

Ulrike Wagner-Holzhausen devised the fonts for the Greek notation, prepared the camera- 
ready copy for the whole book with the assistance of Ines Kindervater, supplied the files for all 
illustrations, and contributed many valuable observations on Pohlmann’s Denkmaler . 

The provision of photographs of every fragment would have been a wonderful boon to the 
reader, if an expensive one. We decided that we could reasonably omit them in cases where im¬ 
ages are of relatively easy access in the volumes of The Oxyrhynchus Papyri (nos. 38,44-9, 53- 
9), in the Zeitschrift fir Papyrologie und Epigraphik (nos. 5-6, 17-18, 50-2), or on the Internet 
(nos. 42-3, 61), and also in the case of the Delphic Paeans (nos. 20-1), which are excellently 
reproduced in the recent edition by A. Belis (1992). We have included images of everything else. 

For information, support of various kinds, and permissions to publish we thank the Papyrolo- 
gisch Instituut of the Rijksuniversiteit at Leiden (Frontispiece), the Osterreichische Nationalbi- 
bliothek in Vienna (Frontispiece, figs. 6-13), the British Museum (fig. 4), the Egyptian Museum 
in Cairo (fig. 5), the Beinecke Rare Book and Manuscript Library at Yale (fig. 17), Mr. Martin 
Schoyen (fig. 18), the British Library in London (pi. la), the National Museum in Copenhagen, 
Antiksamlingen (pi. 2), the Biblioteca Nazionale di San Marco in Venice (pis. 3-4, 8-9), the 
Bibliotheque Nationale in Paris (pi. 5), the Biblioteca Nazionale in Naples (pis. 6-7), and the 
Universitetsbiblioteket i Oslo, Papyrus collection (pi. 10). 

Scholars who wish to cite texts from Documents of Ancient Greek Music are recommended to 
use the abbreviation DAGM. 


Erlangen 
Oxford 
August 2000 


E. Pohlmann 
M. L. West 
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INTRODUCTION 


The most important source for ancient literature, manuscript transmission, is unavailable for an¬ 
cient music except in the case of a few chance items, which owe their survival solely to the cir¬ 
cumstance that they found their way into a corpus of musical theory. Thus the Mesomedes 
hymns, which were published as early as 1581 by V. Galilei, are transmitted as an appendix to 
the treatise of one Dionysius (nos. 24-31). Excerpts on music theory are the source of the 
‘Hormasia’, first published in 1588 by Gioseffo Zarlino, which wrongly came to be included 
among the musical fragments. 1 The six instrumental pieces at the end of the anonymous musical 
theorists edited by F. Bellermann in 1841 are teaching examples (nos. 32-7). That was the sum 
total of the genuine material available for study until late in the nineteenth century. 

Not surprisingly, this situation gave rise to imaginative reconstructions of ancient music at 
quite an early date. We can only mention in passing the numerous manuscripts of Virgil and 
Horace embellished with medieval neumes. 2 In a tenth-century manuscript of Terence a verse of 
the Hecyra has note symbols added that have been claimed as Greek notation. 3 A parallel case 
occurs in a fifteenth-century Aristophanes manuscript, where a scholiast’s hand has added note 
symbols to three lines of the Clouds . 4 In 1650 the learned Jesuit Athanasius Kircher furnished his 
Musurgia Universalis with two ‘specimina musicae antiquae’. 5 And in 1724 Benedetto Marcello 
printed the thirteenth Homeric Hymn with Greek notation. 6 

Firm ground was finally reached in 1883 with Sir William Ramsay’s discovery of ‘the song 
of Seikilos’, inscribed on a grave stele from Aydm (no. 23). Then in 1890 C. Wessely was able 
to publish a papyrus fragment with the musical setting of part of Euripides’ Orestes (no. 3). This 
was quickly followed by two paeans inscribed on the Athenian treasury at Delphi, published by 
H. Weil and Th. Reinach in 1893-4 (nos. 20-1). The corpus was now of a respectable size, and 
C. von Jan collected the remains of Greek vocal music known by 1899 in a small Teubner vol¬ 
ume. 7 

In the twentieth century it was papyri that brought the greatest increase. In 1918 W. Schubart 
published a Berlin papyrus that contained three vocal and two instrumental fragments (nos. 17, 
18, 50-2). Four years later came an Oxyrhynchus papyrus with a piece of a Christian hymn (no. 
59), published by A. S. Hunt and H. Stuart Jones. New collections were made by Reinach and J. 
F. Mountford. 8 

In 1931 Mountford published a fragment from Cairo with three incomplete lines from a tra¬ 
gedy (no. 8). There was then a lull until 1955, when S. Eitrem, L. Amundsen, and R. P. Win- 
nington-Ingram brought out a papyrus from Oslo with remains of two tragic scenes (nos. 39-40). 


1 Pohlmann (1970), no. 6. 

2 Cf. Wille (1967), 227 f., 253-60. 

3 Pohlmann (1970), no. 13*. 

4 Pohlmann (1970), no. 14*. 

5 Pohlmann (1970), no. 15*-16*. 

6 Pohlmann (1970), no. 17*. 

7 Jan (1895); (1899). 

8 Reinach (1926); Mountford (1929). 
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That was the state of the game reflected in C. Del Grande’s fragment collection, 1 though he gave 
only parts of the Berlin and Oslo fragments and did not include the Mesomedes hymns. 

He was not able to take account of an Oxyrhynchus monody fragment which E. G. Turner and 
Winnington-Ingram published in 1959 (no. 38). In 1965 came a Michigan papyrus, published by 
O. M. Pearl, again with the help of Winnington-Ingram (nos. 42-3). In a series of publications in 
1962, 1966, and 1970 eight smaller Vienna fragments, which had already been mentioned by 
Wessely, and which arc similar in date and character to the Orestes fragment (nos. 9-16), were 
finally published by E. Pohlmann. All the material known up to 1970, apart from nos. 7 and 22, 
but with the spurious specimina musicae antiquae , were brought together by Pohlmann in a cor¬ 
pus in which the items were arranged in groups according to the type of source (medieval manu¬ 
scripts, printed books, inscriptions, papyri) and, within the groups, according to the date of first 
publication. 2 

Since then the number of authentic music fragments has grown from 35 to 61. In 1945 L. 
Robert published an inscription fragment from the sanctuary of the Carian deity Sinuri at Mylasa 
(no. 22). In 1955 Turner published some scraps of a Hibeh papyrus, from a treatise on music 
which contained some examples in notation (no. 7). In 1973 D. Jourdan-Hemmerdinger pre¬ 
sented a provisional reading of a Leiden papyrus containing lyric excerpts from Euripides’ Iphi- 
geneia at Aulis, one of them with notation surviving (no. 4). Three years later M. W. Haslam 
brought out two Oxyrhynchus papyri with tragic fragments (nos. 53-5). In 1980 M. T. Mitsos 
published a fragment of a hexameter hymn to Asclepius from an Epidaurian inscription, the first 
line furnished with notation (no. 19). In 1984 A. Belis drew attention to an epinetron of the Sap¬ 
pho Painter in Eleusis, showing an Amazon blowing a trumpet and a series of syllables repre¬ 
senting her fanfare (no. 1). In 1986 Haslam published two more Oxyrhynchus fragments with 
notation (nos. 44 and 56); the latter piece has turned out to be a line from Menander with four 
different musical settings. In the following year M. L. West drew attention to a passage of Di¬ 
onysius of Halicarnassus and to a scholium which provide some scraps of information about the 
music of the parodos of Euripides’ Orestes (no. 2). In 1998 he published seven Oxyrhynchus 
papyri with musical notation (nos. 45-9, 57-8), and in 1999 a group of fragments of earlier date, 
some of them apparently belonging to a tragedy by Sophocles (Junior?) (nos. 5-6). In 2000 W. 
A. Johnson published papyri from Yale (no. 41) and Michigan (no. 61). We are also able to in¬ 
clude a papyrus from the private collection of Martin Schoyen, which is to be published by Ro¬ 
sario Pintaudi together with the other papyri in the collection (no. 60). 

Pohlmann’s Denkmaler altgriechischer Musik being out of print, the editors decided to un¬ 
dertake a revision of the corpus with a somewhat changed plan. The ‘Hormasia’ and the spurious 
specimina musicae antiquae are no longer included. 3 Three appendices giving an account of the 
relationship between word accent and melody and explaining the Greek systems of rhythmical 
and melodic notation respectively could be dropped here, as West has treated those topics ex¬ 
haustively. 4 The fragments have been rearranged in order of presumed antiquity, following the 
model of West’s catalogue. 5 The text of each fragment is followed by critical apparatus, tran¬ 


1 Del Grande (1960), 435-76. 

2 Pohlmann (1970). 

3 Neither are the inscriptions without poetic text which D. Themelis (1989; 1994; 1999) and Ch. Spyridis 
(1990; 1999) have mistakenly claimed to contain musical notation: cf. West 3 (1992) and Spyridis (1993) 

4 West 2 (1992), 197-200,254-73. 

5 West 2 (1992), 277-326. 


scription in modem notation, and commentary. The Greek texts from inscriptions and papyri are 
printed in minuscule and generally in scriptio continua ; those from medieval manuscripts are 
given with word division and accentuation. The notation is presented uniformly in majuscule. 
The notes are placed above the relevant syllables, and the rhythmical symbols above the relevant 
notes. In eight cases (nos. 8, 17-18, 42-3, 46, 50, 55) it was judged desirable to reproduce the 
note placing and the word and syllable spacings of the originals printing the text in majuscule. 
As inscriptions and papyri give musical texts without colometry, we reproduce the layout of the 
originals. 1 For further palaeographic details we must refer to the available photographs. Where 
metre and line-length can be established, exempli gratia supplements have in some cases been 
printed, but only in the transcriptions. 

As a rule, the text accompanying the musical transcriptions has been divided into syllables 
without regard to the norm of Greek syllabification in order to distinguish metrically open and 
closed syllables. In the musical transcriptions the Greek note C (vocal and instrumental) has 
been equated with our a according to the usual convention established by Bellermann, although 
it is agreed that this sets the whole system too high by about a minor third. 2 To indicate quarter- 
tone intervals the symbols i and f have been used; other nuances of intonation can only be de¬ 
scribed in the commentary. The rhythmical values in the transcriptions follow the metrical val¬ 
ues of the syllables unless the rhythmical notation calls for something different. Short syllables 
are represented as quavers, long ones as crotchets, no distinction being made between longum 
and long anceps. Notes whose rhythmical value is unknown have been transcribed tailless, and 
conversely where the rhythm but not the melodic line is known, headless notes have been used. 
Bar lines have been used to mark off metrical units where appropriate. Melodic lines have been 
supplemented only in isolated cases. The transcriptions are to be understood purely as guides and 
should be used in conjunction with the transliterated originals. Where keys are named, the 
Alypian system of transposition-scales is presupposed. Further questions are discussed in the 
commentaries to the individual fragments. For other matters, and for introductions to ancient 
metrics, rhythmics, and music, we may refer the reader to our own relevant publications. 3 

The bibliography is limited to literature that we have had occasion to cite, as surveys of pro¬ 
gress in the field appear regularly. Citation is by name, year, and page; if there is more than one 
title to an author’s name in a particular year, they are distinguished by numbers. 


Critical symbols 


a uncertain letter 
A uncertain note symbol 
[ ] lacuna 

< > editorial insertion 

() resolved abbreviation 

L J restored from parallel source 


illegible letter 
? illegible note symbol 
[ ] scribal deletion 
{ } editorial deletion 
' ' addition above the line 
f “| editorial correction 


1 See below, p. 15 f. 

2 Cf. West 2 (1992), 273-6. 

3 Cf. West (1982); 2 (1992); Pohlmann (1995). 
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I. Fragments from the Classical Period 


No. 1 ELEUSISINV. 907 Fifth century BC 


TOTT| TOTOTE 

This ‘text* comes from a broken clay epinetron (a knee-guard for sewing) in the Eleusis Mu¬ 
seum, first published by D. Philios in 1885. 1 It dates from the early fifth century, and was deco¬ 
rated in black figure. The painting, attributed to the Sappho Painter, showed several Amazons, 
one of whom was blowing a trumpet. Between her body and the trumpet are painted the letters 
tott| (reading right to left), and behind her the letters totote (reading right to left, though the e 
faces towards the t). Philios already interpreted these syllables as representing the sound of the 
trumpet-call. 

A. Belis 2 has attempted to interpret the syllables on the basis of the solmization system at¬ 
tested at a much later period, in which the degrees of the tetrachord were represented by the syl¬ 
lables Ta tti too xa and the disjunctive tone by te. 3 On this basis, and reading the lower line 
(totote) before the upper (totti) (which seems unnatural), she arrived at the transcription. 



It is much more likely that we have to do simply with an unsophisticated attempt to express 
the characteristic sound of the instrument in nonsense syllables, as in Ennius’ verse at tuba ter- 
ribili sonitu ‘taratantara ’ dixit (Ann. 451 Skutsch). The dental plosive consonants perfectly imi¬ 
tate the tonguing technique used by wind players to give a clean start to their notes. 4 

For the naive attempt to represent music or song in late Archaic/early Classical painting we 
may compare three red-figure vases. On a cup made by Brygos, found at Vulci but now in Mu¬ 
nich, a boy is represented playing the auloi next to a man who reclines on a kline and sings; the 
opening words of his song, ou8uvapou, are shown in a line coming from his mouth. 5 M. Wegner 
has collected similar examples. 6 On another vase in Munich, a kalathos from Agrigento, 7 the 
Brygos Painter has depicted Alcaeus and Sappho, and from Alcaeus’ mouth, as K. Schefold has 
noted, 8 proceed five small circles to suggest his singing. The motif recurs in a school scene on an 
early Classical hydria from Camirus, now in London: 9 a teacher with a barbitos sits in the mid¬ 
dle, faced by a pupil who plays the auloi, and, as Henry Beauchamp Walters observes, ‘four 
notes represented by circles or O’s issue obliquely from his [the teacher’s] mouth’. 10 

1 Philios (1885), 175-7. See fig. 1. 

2 Belis (1984). 

3 Arist. Quint. 77. 30-81. 6; Anon. Bellerm. 9-10, 77, 86, 91, see West 2 (1992), 265. 

4 See West 2 (1992), 120 with n. 185. 

5 Munich 2646, ARV 2 437, 1633. Elegiac incipits with on Suvapai are found at Theogn. 695,939; Simon, 
eleg. 21. 3. See fig. 2. 

6 Wegner (1949), 202 f., cf. 221. 

7 Munich 2416; ARV 2 556. See fig. 3. 

8 Schefold (1997), 84. 

9 London E 171; ARV 2 579. See fig. 4. 

10 CVA Brit. Mus. 5. 3. lc (p. 13), pi. 75. 3, 76. 2; Wegner (1949), pi. 13. 


ik 
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I. Fragments from the Classical Period 


No, 2 EURIPIDES, Orestes 140—2 ~ 153—5 Fifth century BC 


XO. ciya ciya, Xe7ctov i^voc app\)X,ac 
xiGexe, pf) ktdteeit ’. 

HA. ot7io7cpo pdx’ ekeic , d7co7cpo poi Koixac. 


XO. tucoc £%ei; Xoyon p£xa5oc, to <piXa. 

xiva xn^av eutco; {xiva 8e cDpxpopav;} 

HA. ext pev ep.7iveet, ppa%6 5 ’ avacxevet. 

These are the opening lines of the first strophe and antistrophe of the parodos, a lyric dialogue 
between the chorus of young women and Electra, sung of course by a male actor and male 
choreuts. They are moving and singing softly so as not to wake the sleeping Orestes; at 145 
Electra beseeches her friends to make their voice like the breath of a panpipe’s slight reed 
(cnpiyyoc otcoc rcvooc Xetitoo 5ovcxkoc, g> (ptXa, (ptbvet pot). There is an interesting scholion 
on line 176 (in the second strophe): 

xobxo xo peX.oc erci talc X.eyopevaic vrjxaic aiSexai Kai ecxiv o^Dxaxov. arciOavov odv xfyv’HX.EK- 
xpav o^etat cpcovfii K£xprjc0ai, Kai xabxa E7tui:X.TiccoDcav xcoi xopcoi. dX.X.a KE^prixai pev xdii o^et 
avayKatcoc, oLkeiov yap xcov GprjvoDvxcov. Xe7cxoxaxov (-xepov cod.) 5e ©c evi paX.icxa. 

This song is sung on the so-called netai (the top notes), and is very high. It is implausible for Electra to 
use a high voice, especially when she is upbraiding the chorus [182 ff.]; but she has to use the high 
register because it is typical of people lamenting. And (the song) is as light as it can possibly be. 

More detailed remarks on the melody of lines 140-2 (which must be applicable also to the 
corresponding words of the antistrophe, 153-5) are found in Dionysius of Halicarnassus, De 
compositione verborum 63-4 (ii. 41-2 Usener-Radermacher). He quotes the lines to illustrate 
the principle that music (p opyocvucfi xe Kai coiSikt) ponca) subordinates words to melody and 
not vice versa. He explains: 

ev yap 5h todtoic to “ciya ciya X-eukov” 1 ccp evoc cp0oyyo\) p.£X.©i5£i.Tca, mixor tg>v xpuSv X,e^e©v 
EKacxrj papEiac xe xaceic e^ei Kai o^eiac. Kai to “appuX.nc” zr\\ pectii cuX.X.a(3hr xfiv xpixnv 
opoxovov exei, aprixcxvou ovxoc ev ovopa 5uo X.ap£iv o^Eiac. Kai xou “xiOexe” papuxepa p£v t] 
7cpcbxr| ytvexai, 56o 5e pex’ auxnv o^uxovoi xe Kai 6po9covoi. xou xe “KX'OTrEix(e)” 6 Jtepicrcacpoc 
hcpavLCxav piai yap ai 56o c\)X.X.apai X,eyovxai xacet. Kai to “d7ro7cpopaxe” ox> X.apPdvei xfiv xhc 
pecric ci)^X.aPrjc Jcpoc©i8iav o^eiav, aX.X.’ kni xf]v xexapxriv cuX.X.apnv pexapepriKev h xacic h xfjc 
xpixric. 

1 Dionysius appears to have read ciya ciya rather than ciya ciya, and Xedkov for Xemov. Both variants are 
found in the Euripidean manuscript tradition. 


No. 2 EURIPIDES, Orestes 14Q-2 = 153-5 


11 


For in these lines, ciya ciya Xedkov is all sung on one note, although all three words contain both graves 
and acutes. And dpp\)X/r|c has the third syllable on the same note as the second, despite the impossibility 
of one word having two acutes. And in ti0et£ the first syllable is made lower in pitch, while the two after 
it are high, both equally so. Again, in kxd7ceix the circumflex (high falling) tone has been obliterated, as 
the two syllables are both enunciated at the same pitch. And artoTtpopaxe does not receive the acute 
accent of its middle syllable; the accent of the third syllable has migrated to the fourth. 

As Dionysius passes over ixvoc, he presumably found no disagreement between its accent 
and the melody; its first syllable was therefore on a higher note than the second. In appoXac the 
first syllable must have been lower than the other two, as in xiGexe. What is said about xiGexe 
carries the surprising implication that in the antistrophe, 154, the interrogative xiva was sung 
with the second syllable on a higher note than the first. In 142 Euripides may have intended 
arcoTcpo Pax’ rather than aTioTcpopax’, in which case there was no clash between accent and 
melody either in the strophe or the antistrophe at this point. 

The point which Dionysius is making about the independence of melody from accent might 
have been illustrated from any strophic song. He has taken his example from the first lyrics in 
the most popular of classical tragedies, one which we know was frequently performed. 1 He is 
referring to music which he had heard in the theatre and might expect his readers to have heard; 
he is not quoting from a manuscript with musical notation, and does not attempt to use notation 
in describing the ups and downs of the music. 

He apparently assumes that it was Euripides’ original music. As there had been a strong tradi¬ 
tion of performance, it may have been so, except that the original enharmonic intervals may have 
come to be sung more chromatically. 
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I. Fragments from the Classical Period 


PAP. VIENNA G 2315 Third—second century BC 

EURIPIDES, Orestes 338-44 





L KOCTO^OCpUpOHaiJ 

339 


|_k a' 

] n p c i 

p o n [ 


1 

co^oJtpupOTxat nLp.axepocLaip.acacJ 

339-338 



]? 

i Z E A[ 


2 

[o c a v a p J a k % s u e i “1_ 

opeya[coXpocouJ 

338-340 


LflOV 

] n p c 

i z [ 


3 

'i|40 J C£ UppOTOU 

: "T_ava|_5e^oeicpocJ 

340-341 



] c p n c 

p io c-[ 


4 

[co (0 

c t i JcaKatoi) 0 o 

1 ocLcJt tva[^ac8aij 

342 



] 6 n P TT 

?[ 


5 

L|X (0 

0) V J KCXT8kA/UC£ 

:v ^ “1 D 5 [e i v co v J 

343 



] z i 

z [ 


6 

[jt 0 

V CO CO Jv D CO CO 

C 7TOVT|_O'D0'02,aJ 

343 



] P c 

pz n O [ 


7 

LPpo 

lCC)A,E0plOlJ Xlciji 

p y k [v |i a c i vj 

344 


Notation 1 T7 Crusius (1893), 175, TT Wessely 1 (1892), 67, 17 Turner (1987), 70 T7 Wessely 1 (1892), 67, 
Pohlmann (above n a hole), 17 Turner (1987), 70 2 A West 1 (1992), 1; 2 (1992), 284, Pohlmann 3 C Pohlmann 
C Q Solomon (1976), 172 4 C- Hunger (1962), 77, C Z Wessely 1 (1892), 67 5 6 or Cl Crusius (1893), 176^ 

see cp line 1,4 and in the text of no. 9. 5, cf. co in the text of line 6 ? Pohlmann (1970), 78, P Crusius (1893), 177 

6 Z Hunger (1962), 77, ZO Crusius (1893), 180 7 P Pohlmann (1970), 78, P Wessely 1 (1892), 67 f., Hunger 

(1962), 77, Turner (1987), 70 % Wessely 1 (1892), 68 P Z Hunger (1962), 77, Pohlmann, P ~L Crusius 

(1893), 177 TT Solomon (1977), 75, Pohlmann, “ Turner (1987), 70 cp Pohlmann, Turner (1987) 70 O Cru¬ 
sius (1893), 178. ' * • 

Text The order of verses in the papyrus (339-338-340) is at variance with the manuscripts (338-339-340) 

2 p.eya[c Pohlmann 4 [okoctiJ, West [cj Pohlmann 5 (jitocovJ, 6 [tiovoxdJv, 7 covxj_ouo\)J West 1 (1992) 1 

7 [cij Pohlmann eyic West 1 (1992), 1, TwLYap (= line 345) Solomon (1977), 79-81, civ Crusius (1893), 180.’ 
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I. Fragments from the Classical Period 
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The papyrus collection of the Osterreichische Nationalbibliothek possesses a number of small 
musical fragments. The most famous, G 2315, containing seven lines from Euripides’ Orestes , 
has been known since 1890. 1 Both it and the subsequently published fragments come from 
mummy cartonnage. 2 All are of Ptolemaic date. Fragments G 29825a-f (nos. 9-14) have vocal 
notation, while G 13763 (no. 15) and G 1494 (no. 16) have vocal notation alternating with in¬ 
strumental. 

Restoration was carried out on all the Vienna fragments between 1961 and 1965 in prepara¬ 
tion for publication. E. Pohlmann collated the originals in 1970 and has checked them again in 
the light of more recent critical contributions. New readings in no. 3 which J. Solomon claimed 
to have obtained from a photograph 3 could not be confirmed; black and white photographs tend 
to be deceptive in the case of texts from cartonnage, as the many brownish spots of glue are hard 
to distinguish from remains of ink. For the Euripides fragment a colour reproduction has been 
provided (see Frontispiece) so that the text may conveniently be checked. 4 In many places pieces 
of an upper layer remain stuck to the surface, with or without traces of ink. In no. 3 they can be 
identified under the microscope by the orientation of their fibres, which is some 30° from the 
vertical. 

On the dating of this piece C. Wessely wrote: 

All diese Fragmente 5 habe ich successive aus einer Schicht von Papyrusstiicken gehoben, welche dem 1. 
Jh. n. Chr., spatestens der hadrianischen Zeit angehoren ... die prachtige Schrift des Orestesfragmentes 
erlaubt gewifl, es in die Zeit des Augustus zu setzen, also in jene, wo Dionysios von Halikamafi die Par- 
titur zu Orest 140 vor Augen hatte. 6 

It was left to E. G. Turner to correct this erroneous statement, which was evidently influenced 
by Dionysius’ testimony. The fragment is to be dated around 200 BC. 7 This significantly in¬ 
creases the likelihood that the musical setting goes back to Euripides himself. 8 The redating also 
raises the potential credit of the papyrus as a witness to the text, though its inversion of verses 
338 and 339, approved by O. Crusius and more recently by G. A. Longman, is generally and 
rightly rejected. 9 


1 Wessely (1891), 16-26; 1 (1892); 2 (1892); Crusius (1893), 174-200; Williams (1894); Torr (1894); Monro 
(1894), 91—4, 130-2; Jan (1895), 427-31; (1899), 4-7; Reinach (1926), 175 f.; Mountford (1929), 148 f., 168 f.; 
Preaux (1930); During (1934), 251 f.; Winnington-Ingram (1936), 31 f.; Koster (1936), 223-35; Schlesinger 
(1939), 363 ff.; Tiby (1942), 171 f.; Dale (1968), 2 f., 204 ff.; Martin (1953), 14-24; Wagner (1955), 213 f.; Vogel 
(1963), 109-13, 128; West 1 (1992), 1; 2 (1992), 277 f., 284 f. 

2 For the Euripides fragment and nos. 9-11 and 13-14 Wessely 2 (1892), 269, gives the provenance as Her- 
mupolis Magna. No. 12 was still not known to him in 1922 (see p. 46, nos. 1-2), while nos. 15-16 were not restored 
until 1964-5. Whether these last three fragments were acquired from the same source as the rest cannot be estab¬ 
lished. 

3 Solomon (1976); cf. the criticism by Feaver (1978); for a reply of Solomon see Feaver (1978), n. 40. 

4 Plausible conjectures based on clear traces are West’s A in line 2 and Solomon’s T7 in line 7. 

5 That is, nos. 3, 9-11, and 13-14. 

6 Wessely (1891), 18 f. 

7 Turner (1956), 95 f. 

8 Henderson (1957), 337 f., was still sceptical on this question. 

9 Crusius (1893), 179; Longman (1962); contra Biehl (1955), 24 f.; Di Benedetto (1965), 73 f.; Willink (1986), 

141 f.; West (1987), 203 f. A Berlin papyrus of the sixth or seventh century (Diggle’s T7 7 ) containing Or. 290-300, 
304-9, 321-30, and 333-9, has 338 before 339, as in the medieval tradition; cf. Muller (1964), 9 f. 


The papyrus, whose left, right, and lower margins have perished, has seven lines of writing, 
containing parts of verses 339, 338, 340-4 from the antistrophe of the first stasimon of the Or¬ 
estes. In the middle of the first four lines and of the seventh, the instrumental note Z (= g) with 
stigme stands between two dochmiacs; it takes the old form ”L, also seen in no. 11, and clearly 
distinct from the vocal Z = e . The two dochmiacs of verse 343 in the fifth and sixth lines are 
each bisected by the sign-group i.e. a diastole 1 and the instrumental notes/or/# and bj or 
b. These instrumental irruptions frame the words 5eiv6jv tcovcdv, which a scholion interprets as a 
parenthetical exclamation. 2 Repeated notes are not written, while vowels in melisms are written 
double; 3 these features recall the practice of the Delphic Paeans. 

Besides vocal and instrumental symbols the papyrus also makes use of arsis-points and 
diseme signs. The rhythmical notation in lines 1-4 and 7 follows the pattern Z uuu : u-, and in 
lines 5-6 analogously uuu : bervcSv | tcovcov uu—; in line 6 the place of the long 

note with one arsis-point is taken by the melism cbcoc (e '-d ') with two. If a resolved arsis is 
marked with two stigmai, the instrumental Zs may be taken as somehow belonging together with 
the following pointed notes. M. L. West argues that they were actually sounded simultaneously. 4 

The vocal notes represented, O C P T7 I Z E and perhaps A (g, a, a\ or ty, ty or b, d\ e \ e t or 
/',/' or /#'), are to be found in the enharmonic or chromatic Lydian scale, except for the g, 
which would be diatonic Lydian. O. J. Gombosi assumed a scale consisting of one diatonic and 
two enharmonic tetrachords. 5 Similar mixed scales appear in the Delphic Paeans (nos. 20-21). 
Crusius had earlier 6 compared the ‘Platonic’ harmoniai given by Aristides Quintilianus (1. 9 p. 
18. 5-19. 10 W.-I., cf. 2. 14 p. 80. 28-30), whose ‘Dorian’ and ‘Phrygian’ scales contain exactly 
the same series of note-symbols from O to A, continued at the upper end by 0 {a') and U (g') 
respectively. The instrumental notes “I D Z do not occur together in any of Aristides’ scales, but 
would fit a Lydian scale that was enharmonic or chromatic from dtod' and then turned diatonic. 

All musical fragments preserved on stone or papyrus are written without colometry, like 
prose, 7 even when they are settings of stichic verses such as iambic trimeters (e.g. no. 40). No. 3 
appeared to be an exception to the rule; 8 but Turner denied this with good reason. 9 West has 
made a non-colometric reconstruction of the lineation, 10 which is adopted here with one modifi¬ 
cation. In lines 4, 5, and 6 it postulates further melismatic doublings of long syllables, as in 6 
cbcoc. This permits a satisfactory alignment of the transmitted text of verse 344 with the note 
symbols of line 7, where nothing remains of the poetic text but the tops of three or four letters. 
Crusius already recognized that the instrumental Z with arsis-point and the C with arsis-point in 
line 7 mark the beginning of a dochmiac. He read o^£0pun]C jN (=344), but this left two certain 


1 So Wagner 1 (1955), 214; see also pp. 46 n. 7,50, 53. 

2 Sch. Or. 340, to 5e ‘8ewmv rcovcov’ ev jxecoi dva7te<pa>vr|Tai. Occasional comments on the music of the 
play in other scholia, on lines 176 (quoted above under no. 2) and 1384, together with the testimony of Dionysius of 
Halicarnassus (= no. 2), suggest that it survived for a considerable time beside the notationless Alexandrian editions 
of Euripides. Cf. Pohlmann (1976); 1 (1994), 23-5. 

3 Seep. 72. 

4 West 2 (1992), 206 f., 284 f. 

5 Gombosi (1939), 110. 

6 Crusius (1893), 181 f. 

7 Cf. Johnson 1 (2000), 66-8. 

8 Cf. Pohlmann (1976), 70. 

9 Turner (1987), no. 35 with Addendum p. 150. 

10 West 1 (1992), 1. 


n 
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traces that he could not account for. 1 Solomon read TINA[ yap ext (=345), which is ruled out by 
the diseme mark in the notation and does not fit the layout of lines 5-7 (=343 f). 2 West’s 6A,e0- 
pioictv] ENKlupacxv best suits the traces. 3 The instrumental Z can still at a pinch be accommo¬ 
dated in the line, but not the doubling of the epsilon assumed by H. Hunger and Pohlmann for 
the melism P Z on ev. 4 We have to suppose that the nu in 6A,e0pioiciv was omitted in the papy¬ 
rus. 

The notation does not reveal whether the fragment is to be read enharmonically or chromati¬ 
cally. If the setting is assumed to be Euripides’ own, the enharmonic interpretation is to be pre¬ 
ferred. 5 We present an enharmonic transcription in two forms: the first with the text of the stro¬ 
phe as well as of the antistrophe, without indication of rhythmical values and without attempting 
to incorporate the instrumental notes; the second in West’s version, which takes the instrumental 
notes as heterophonic accompaniment to the following syllables and treats the dochmiacs as bars 
in 3+5 /8 time. 6 

Despite its brevity the fragment enables us to answer the much-debated question whether 
strophic lyric was subject to melodic as well as metrical responsion or through-composed over 
strophe and antistrophe in accordance with the word accents. 7 The remains of the melody 
accompanying the antistrophe in the Euripides fragment, whether transcribed enharmonically or 
chromatically, pay no consistent regard to the word accent, and they were clearly designed to go 
with the strophe too. The proof of this is given by the layout. As a rule the instrumental symbols 
are placed not above the text, like the vocal notation, but between words. But in line 4, for no 
immediately obvious reason, the metron-dividing Z is put up among the vocal symbols, while in 
line 7, where there might have been reason to do this because the word 6A,e0pioiciv overran the 
metron-division, the Z was apparently written within the word. The double anomaly is at once 
explained when we substitute the words of the strophe for those of the antistrophe, for the 
supra-linear Z of line 4 then comes at a place where a word overruns the metron-division 
(8K|^a0ec0ar), while the Z in the text line at 7 comes where there is word-end (xataxc | 
opex0eic). The diastole + instrumental notes enclosing the words Seivodv tcovcdv fit equally well 
in the strophe, where they will enclose the word (poixa^EOD. Evidently the layout of the notation 
has been copied mechanically from the strophe to the antistrophe. We are thus entitled to 
postulate the same melody for the strophe, as in our first transcription. 

In the strophe the melodic line moves with the word accents at three or four points (alpaxoc, 
eacax’, cpeb, perhaps KaOucexebopai) and contradicts them just as often (xivbpevoci, ek- 
A,a0ec0oa, paviaSoc, and opex0eic if the oxytone accent is not regarded as annulled by san¬ 
dhi). In the antistrophe there are two or more agreements (0oac, kocxekA/dcev; perhaps koc- 


1 Crusius (1893), 178, 180; Hunger (1962), 76-8. t 

2 Solomon (1977), 79-81. | 

3 West 1 (1992), 1; 2 (1992), 284. 

4 Hunger (1962), 77. The Delphic Paeans show that even a short vowel in a closed syllable was written double 
in the case of a melism, e.g. no. 20. 6 AEctaptcnv, 14 >ooto6c; no. 21. 12 danjcexei. 

5 Jan transcribed the piece in both ways: (1895), 431, and (1899), 7. For the prevalence of enharmonic in fifth- j 

century tragedy see West 2 (1992), 164 f., 351, 354. j 

6 West 2 (1992) 284 f. 

7 Cf. Monro (1894), 116; Mountfbrd (1929), 164-6; Giani (1931); Dale (1968), 204-7; Sedgwick (1950); j 

Koster (1950), 27-9; Irigoin (1952), 6 fi; Koller (1956); Winnington-Ingram (1958), 41-3; Feaver (1960); Pohl¬ 
mann (1960), 17-29; Del Grande (1965), 70 f.; Koller (1963), 9-12; Winnington-Ingram (1965), 193; Wille (1965), j 

641; West 2 (1992), 197-200; Sicking (1993), 33 fi; Devine-Stephens (1994), 157-223; Pohlmann (1995), 1637 f. 


xotanpupopai, xiva^ac, Kupacxv) and four clashes (pocxEpoc, pcyac, ppoxoic, aKaxon). Re¬ 
peated notes, as on -vai (povov » -paKxeucx, pox0(ov « Ttovxou, do not affect the equation; for 
the rest, too many notes are missing to allow any conclusions. The overall picture appears com¬ 
pletely random and does not encourage us to follow R. Giani, C. Del Grande, and D. D. Feaver 1 
in their contention that the melody does pay some attention to accents. For this stasimon, at least, 
it must be concluded that the strophe was set to music without regard to the word accents, and 
that the melody was then repeated for the antistrophe. 

This is in accord with the findings of Dionysius of Halicarnassus quoted under no. 2, that p 
opyaviKT] xe Koci oa5ucr) ponca subordinated words to melody and not vice versa. He illus¬ 
trates the point from the parodos of the Orestes , but says that it was clear from much other evi¬ 
dence besides. Nearly all the musical fragments so far known which antedate the Delphic Paeans 
point the same way: so far as they are legible, they show no greater correspondence of accent 
and melody than might be expected by chance. 2 Only a few of the fragments collected under nos. 
5 and 6 look as if they may be exceptions. 3 

Dionysius apparently treats fifth-century music as a norm for his own time. 4 But from the 
Delphic Paeans (nos. 20-1) to the Christian hymn from Oxyrhynchus (no. 59) the practice of 
respecting the word accents in musical settings—only possible in non-strophic genres—was the 
prevalent one, recognized by grammarians and rhetoricians from the second century BC to the 
fifth AD. 5 


' References in the preceding note. 

2 In the Berlin Ajax fragment (no. 17), which probably comes from a tragedy, the melody contradicts the ac¬ 
cents almost consistently. 

3 See below, pp. 25, 39. 

4 Cf. Pohlmann 1 (1966), 210-13. Koller (1956), 27, basing himself on the account in Ath. 10. 453c-4a of Cal- 
lias’ ‘alphabet’ tragedy (PCG iv. 39; supposedly a model for Sophocles and Euripides), takes Dionysius’ discussion 
as evidence for late Euripidean and post-Euripidean music. But his interpretation of Athenaeus’ report is contra¬ 
dicted by chronology. Cf. Pohlmann (1971). 

5 Athenodorus, GrGr i 3. 474. 19-23; Varro, GrRF 282, 84-104; Cic. Orator 57; Mart. Cap. 3. 268. 







18 


1. Fragments from the Classical Period 


No. 4 EURIPIDES, Iphigeneia in Aulis 1500(?)-09; 784—94(?) 


19 


No. 4 PAP. LEIDEN INV. P. 510 Third century BC 

EURIPIDES , Iphigeneia in Aulis 1500(?)-09; 784-94(?) 


1 I. .1 

2 J [ 

3 [_otjv(xt,v[opai 

4 ] [ J [ 

5 (jx rjJ X 1 [i i (0 l COJ X. CX p K l_a5o'ux°cot|xepa8iocte(pe7YoceTepovexepovJ 

1 [ ] [ 

0 |aiJcpvaKOCi*ioxpcxvoiKT| [cop.Evxaipep.oupi.A,ov<paocJ 

f ] !. ? . i ? ? ? ?[ 

7 [>X T|J xejXpVM-TlTe y. 0 l.c |jXEKvcDVX£KvoiC£X7tu:aSercoTEeA.eoiJ 


1504-7 


1508-9 


784-5 


] C. T C T. ? ?[ 

8 9 J_lJ a vauoU^pTJcoi 11 u 8 a \ |jca uppu y(ova)a>xo icxricooc ircapa icxo icpuBeuca ij 786-9 


? ? - . +1 [ 

9 Ta8£ecaHTiA,aCTtca [pap.EE'UTcXojcap.o'UKop.acepopaSaicp'uoEvxaJ 

nyc i c t n t [ 

10 vLucaJcrcacTcaxpiaco^o [jiEvacaTtoXcoxiEiJ 


11 


]? ! Q [ 


789-91 


791-2 


793-4 


Notation 71. there may be ink on a fibre at top left of the upright. C is not suggested, as there is no trace of a top 
bar; Z or 1 may be possible Next: a spot of ink at mid height Above poi a stigme Above xepoict ©X1U 
Jourdan-Hemmerdinger (1973), 294, 298; (1981), 49, 60 f., OA-U Mathiesen (1981), 24. The first sign may be 
illusory; then (over xe) a rising diagonal and a point, possibly representing X or A; over |xoi a semicircle facing 
right, the lower end extended in an upward curl, possibly representing U; over c[i part of an upright 8 Stigme after 
the first C and probably the second T. At the second C T both notes are above the syllable xpx>, but perhaps the T is 
displaced to the left to make room for the following markings (whatever they are); if xpu was intended to be di¬ 
vided between two notes, the spelling xpw> would be expected (but see below on the text of 10). Above coi, a short 
low horizontal (perhaps to be combined with the stigme); then the tops of two vertical strokes which do not reach as 
high as the tops of CT but extend down into the line of text, separating TtoXoxpxxxu from AuSai; then a curved 
stroke like a right-facing bracket, and another vertical in the text line, not as tall as the first two, crossing the left leg 
of the X Above 8ai[ possibly the left tip of T 9 Above xa a rising diagonal; above 5e a descending diagonal and 
before it, level with its foot, a point Above a(XX) a thick horizontal bar and stigme; above r\ another stigme 
Above (^oc)c something like a+; Mathiesen (1981), 24 sees a pentaseme sign. The position does not suit a note, 
unless an instrumental note falling at the metron-boundary, as in no. 3. In that case corresponding to the vocal ±[ 


XO. K^ioc yap ou ce pr| Aarcri 1504 

I<X>. i© Leo / A,a|X 7 ta 8 o' 6 xoc apipa / Aioc xs (peyyoc, exepov exepov 1505-7 
ai©va Kai pmpav oiKt|co|xev / %aipe p,oi, (piAov (paoc 1508-9 




784 

785 

786 

787 


CTncouci 7tapd icTotc p.'oGe'Ocai 9 xa8’ ec dM^ac 



788-9 

790 

791 

792 

793—4 


may be intended; but there are several other possibilities (Hih etc.) 10 Above v[uc: T7T West, T . Jourdan- 
Hemmerdinger (1973), 294, f T Mathiesen (1981), 30. The third sign, which is damaged at the right and broken 
away below, may be either C or 17 Jourdan-Hemmerdinger (1973), 294 sees two further traces over mx; West 
does not 11 j, the top of a vertical Then a small circle open to the right, read by Jourdan-Hemmerdinger (1973), 
294 and Mathiesen (1981), 24, 30, as C, but while it resembles the c used in the text, it is quite unlike the square 
sigma of the musical notation. Mathiesen estimated that these two notes stood above (e)xupoc (794), but this is 
quite uncertain. 

Text Between 6 and 7 paragraphos and coronis supplied conjecturally 8 This line of text as supplemented on the 
basis of the medieval text seems excessively long; perhaps the papyrus had a shorter text here 10 xa] | v[uca]c 
van Akkeren (1983): x[aa]c Jourdan-Hemmerdinger (1973), 294, wrongly. As there are two notes over -ca]c, we 
might have expected the spelling xavocaac, but the space does not favour it Then prima facie rcac, but unless 
this was an accidental anticipation of rcaxpuxc, yac may have been intended. The medieval codex unicus L has only 
7taxpL5oc. 
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The papyrus wan uequired by the University of Leiden in 1971. D. Jourdan-Hemmerdinger 
identified the text us Euripides and made the first provisional publication. 1 M. L. West examined 
the papyrus for the present edition. For a colour reproduction of the papyrus see the Frontispiece. 

The fragment, dating from perhaps somewhat before 250 BC, contains excerpts from two 
lyric portions of the Iphigeneia in Aulis , not in the order in which they stand in the play. The first 
four lines come from Iphigeneia's sung dialogue with the chorus as she departs to be sacrificed; 
the excerpt ends at 1509, and is followed by another taken from the second choral stasimon, 784 
ff. No musical notes arc visible in what remains of the first excerpt, but the lines of text are 
spaced as in the second excerpt, and presumably were also furnished with notation, or intended 
to be. There is no colometry; we should not expect to find any at such an early date, and it is in 
any case not characteristic of texts carrying musical notation. Instead the text is written in long 
lines of irregular length, usually ending with a complete word, though xavucac in 791 appears 
to have boon broken between lines 9 and 10. 2 The second excerpt started on a new line, and al¬ 
though the rnurgin is lost, we may guess that it was marked by a paragraphos and coronis; cf. no. 
6, frs. 4 ii 7-8 and 15 ii 5. 

The order of the excerpts indicates that the compilation had nothing to do with a performance 
of the play, but rather with some sort of concert performance of musical highlights. 3 Both pas¬ 
sages are emotional utterances of women, though of a chorus in one case, in the other mainly of 
the heroine of the tragedy. Who was to perform these excerpts? No doubt a solo singer—a man, 
not a woman, as is shown by the vocal register, which extends from/to/#' and calls for a tenor. 4 

The notation is for the most part badly preserved and difficult to decipher. The first editor set 
scholars on the wrong track by mistaking the vocal sign C, which here takes a square form, 5 for 
the instrumental sign C, and concluding that the notation was a mixture of vocal and instrumen¬ 
tal signs, from several different tonoi. The most clearly recognizable signs, however, are all from 
the vocal notation (as one would expect), and moreover from the Hyperaeolian scale: T C FT 11, 
where T C TT make an enharmonic (or chromatic) pyknon , and 1 is the note an octave above TT. 
Less certainly recognized notes from the same system are X or A, and diatonic O. In at least one 
place, as clear as any other sign, we find a horizontal bar; this also occurs occasionally in papyri 
of the Roman period (nos. 44 and 48), apparently with the function of a note, but its significance 
is unknown. 6 

At two places of juncture between metrical cola, following izoXvxp^coi and cxMiftac, we 
find obscure symbols which cannot be interpreted as vocal notes, in the first case an assemblage 
of downward strokes that may include a diastole, in the second case a cruciform sign +. The 
analogy of the Orestes papyrus (no. 3) suggests that instrumental notes might be in place at these 
points, even if we cannot identify them with any assurance. See the notation apparatus above. 

1 Jourdan-Hemmerdinger (1973); a second attempt in Jourdan-Hemmerdinger (1981). Other discussions: Co- 
motti (1977); (1989), 110 f.; Oki (1979), 55-8; van Akkeren (1983), 259 ff.; Mathiesen (1981), 23-32; Cemy 
(1986); West 2 (1992), 286 f. A larger photograph (with no discussion) in Boswinkel-Pestman (1978), pi. I. 

2 On column-widths in musical texts see Johnson 1 (2000), 66-8. 

3 Jourdan-Hemmerdinger (1981), 37, absurdly supposes that the sequence in the papyrus is original, and that ‘la 
tradition medievale doit souffrir d’un deplacement accidentel’. 

4 We may surmise that at 1504 kXeoc yap on ce pfi Mtith he eliminated the dialogue element by substituting 
pe force. 

5 Cf. Oki (1979), 55, 57. C is historically intermediate between 2 and C, and attested also on inscriptions and 
coins: Gardthausen (1913), 98 f. 

6 Cf. pp. 150, 162. 


Stigmai appear in five or six places, probably with their usual meaning, that is, marking the 
dpexe or up-beat. For a cretic such as prix epoi (784), whether understood as paeonic (5/8) or a 
syncopated iambic (6/8), an arsis-point over the third syllable is in accord with ancient teaching, 
but one over the first syllable is not. 1 For the pherecratean in 786 we might expect 

ouxv ai TtoMxpucoi, 2 

and the second and third of the predicted stigmai seem to be in place. The metre of 789 is un¬ 
certain; with the transmitted puGeucat it will be a dragged glyconic, whereas with August Mat- 
thiae’s p'oGe'ooocai it will become an anapaestic dimeter. In either case the stigme over the sec¬ 
ond syllable of dUiftac is satisfactory, while that over the first (if it is real, and not merely the 
end of the bar) is problematic. 

A few melodic features are worthy of remark. As in the Orestes fragment (no. 3), there is re¬ 
peated play with the enharmonic pyknon\ the three-note figure T7 T C on (ta)vocac (10) resem¬ 
bles that on (dKoOxoi) Godc in Or. 341, descending semitone + rising quarter-tone. But there is 
then a surprising leap up to X, an octave above the TT. This high note is also used for the inter¬ 
rogative xic (9) at the beginning of the sentence; cf. no. 42, lines 2 (twice) and 8; no. 53 (a), line 
3. Otherwise no significant correlation can be observed between melody and accent, such as one 
might have expected in this astrophic lyric. 


1 Cf. West 2 (1992), 137, 140. 

2 Cf. West 2 (1992), 148. 


A 
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1. Fragments from the Classical Period 
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No. 5 


PAP. ASHM. INV. 89B/31, 33 Third-second century BC 


SOPHOCLES JUNIOR, Achilleus ? 


Fr. 1 


]Y N Y N N N [ 

1 lye uoipoi ee a^iovToyepaxt 

]N Y N Y N [ 

2 ]o6e tG)7i07toui)c5a[ 

] Y N [ 

3 llJOtVTTJ _ [ 

] N T7[ 

4 ]rcoc[ 

] N [ 

5 ]i]7taic [ 

]N N [ 

6 ]8ex[ 



Fr. 2 

1 ]Tcr|iy[ 

] M [ 

2 ]co<petpy[ 

1. [ 


Fr. 1 Text 1 Perhaps 8t>cxri]ve cc^iov to yepac not excluded 2 Perhaps t]66e 3 e.g. oJloUpav, e]pdcv t \ 


Fr. 3 


1 

]N ? ? [ 

2 IrvercaGt 

1? [ 

3 ftAKxD.t 

]? n[ 

4 ]toc|jl[ 

1 M [ 

5 ]yeovTDpov[ 

] N N [ 

6 ]eurr|TCpoc0a[ 

] M M [ 

7 ]p.auoKaXeav[ 

] N [ 

8 ]ncppoveicoco[ 

] M TNT[ 

9 ]. .vP^a^&aaTC.evit 

]N T M [ 

10 ]xT|^axai5e8av . .[ 

] YMY M A [ 

11 ]evaicc(pva[ Je[ 

] NAN [ 

12 ]KOKeynpaTOv[ 



Fr. 2 Text 2 ocpecov? 


Fr. 3 Text 5 Possibly ek]veov 7 ancaXeai? 9 ’ AxocuSa cannot be read. 
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M 


Fr. 4 


1 

] N N ?[ 

2 ]8etp'ocia[ 

] NN [ 

3 ] eiSevoc [ 

] T ?[ 

4 Ixpuceaict 

] ? ? [ 

5 M 


Fr. 5 

]? [ 

1 ]ocv7rocTTip|_Lei,[ 

]?[ ] n TT[] ? [ 

2 ]cpD xaAavfxoi paA[ 

] ? M TT A n[ 

3 ]. xop£3)e8 ' p [ < o 

] ? ? [ 


Fr. 6 
] KTT? ?[ 

1 lexeaSe, [ 

Fr. 7 

1 ]xvpex eL( PP l)a 7l 10 . 
] r 

2 ]..[.].£! 

] 

Fr. 8 

1 k[ 

2 TCE [ 



Fr. 4 Notation 3 The bar over each N is uncertain. 

Text 2 8’ ecpo, -8e (puc, (e)cpocia? 

Fr. 5 Text 17taTT|p 2 E]<p\)? flaA,[Af|v? (PaciX.£”6 does not suit the traces) 3 ^opeue, then Stopcor cor¬ 
rected to 8p[6|i(Di? But the melodic pattern might favour e.g. xopeu e5p[ava. 


These fragments come from a collection of cartonnage scraps in the Ashmolean Museum, 
dating from the third to second century BC. Their provenance is not recorded but is assumed to 
be somewhere in the Fayum. They are written on the -4 side of a roll which on the i side had 
iambic and anapaestic portions of a tragedy, identified by a subscription as ’AxiAA,e\)[c] Co- 
(poKAteouc; there are also four fragments of this tragedy with nothing on the —> side. All have 
been recently published by M. L. West.- 

The music fragments have the appearance of tragic lyric, and there is a real possibility that 
they belong to the same play that was copied on the i side of the roll. In Pap. Koln 241, which is 
also an Achilles tragedy from Ptolemaic cartonnage (but in a different hand), there stands at line 
28, between two iambic episodes, the note aXXa oiuccd xopofi p[eXoc, ‘more on the back: cho¬ 
ral song’, suggesting that the text at least (if not the music) of the omitted ode had been supplied 
on the verso. 1 2 The same practice may have been followed by the copyist of the play in the Ash¬ 
molean papyrus. 

The music lies in a baritone register, spanning no more than a sixth, from Y (in real terms ap¬ 
proximately f) to f (approximately d'), and in fact it is for the most part contained within the 
fourth from Y to A. 

The notes preserved, in order of frequency, are: N (24 times), M (9), Y (7), IT (7), T (4), A 
(3), K (2), and T (1). This is at first sight perplexing, as none of the regular scales which contain 
N (enharmonic/chromatic Hyperdorian, Hyperionian, Hypoaeolian, or Hypolydian) also contains 
M or Y. In fact N is the odd one out; YTM AKT represent a segment from conjunct tetrachords 
in the enharmonic or chromatic Hypodorian or Hyperphrygian scale, while TT is the diatonic al¬ 
ternative to T in such a scale. It is impossible to be sure whether the notation should be inter¬ 
preted enharmonically or chromatically, as the early fourth century, the presumed date of the 
lyrics, was a time of transition when both were used by tragic poets, and modulation into dia¬ 
tonic might occur with either. At the time when the manuscript was written, however, it is likely 
to have been read as chromatic. 

If the most frequent note in these fragments, N, is extraneous to the scale chosen for notation, 
this is symptomatic of the inadequacy of handbook theory to accommodate the modal variety of 
actual music in the late Classical period. The N represents a note a semitone or so below the 
‘standing note’ M. In fr. 1 it alternates insistently with Y, giving the interval of a minor third (on 
the chromatic reading), but it seems to appear also next to TT (semitone); in fr. 3 it alternates with 
A (minor third), and with T (tone). 3 

Fr. 1 is of particular interest as showing how such typically tragic exclamations as f(b(i) |xol, 
e e, and id) nonoi might be sung. Here at least there is reasonable agreement between melody 
and word-accent. So too at fr. 3. 10-11. For the rest there are too few identifiable words, or too 
little melodic movement, to tell us anything. 

A feature of musical notation that appears here and in some other Ptolemaic fragments (nos. 6 
and 8) is that certain notes sometimes have a bar above them (M, N). The significance of this is 
unknown; the question is discussed below in the commentary on no. 8. 


Fr. 7 Text 1 e.g. ap]xi \i e^ei cpp'Daypoc. 


1 West (1999), 43-53. See there for discussion of the play. As the title ’AxiXkeoc is not attested for the famous 
Sophocles, it is suggested that the drama may be the work of his grandson, the younger Sophocles. 

2 See Gronewald (1987), 20. 

3 If we were to adopt an enharmonic reading, and take N to be a quarter-tone below M, the intervals would be: 
N Y, major third; N T, 1 % tones; N TT, tone; N A, semitone. This is clearly a less plausible set. 


Fr. 8 1 and 3 may be notation. 
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1. Fragments from the Classical Period 


No. 6 PAP. ASHM. INV. 89B/29-32 Third-second century BC 


Fr. 1 



Col. i 


Col. ii 


1 

lapoyKECip 

1 

Y A ?[ 
papo. 

] Y [ 

]pp£VX£[ 

2 

] . . [ l.VjirjKCDC 

2 

Y [ 

0pO)7CXp[ 

] UK?) a[ 

]. a|XE>.aK[ 

3 

] 

]. .. Me?. ,v 

3 

[ 

a _.pat[ 

]M A Y[ 
]xava\x[ 

4 

]A M M? ? 

]vv8acnivaxi^6i 

4 

TT A [ 

..x.n J 

] Y ?[ 

]. i(xeXo6[ 

5 

]? A M 

J.eiov.I.]. . 

5 

I [ 

K. ,XO(J.£[ 

]?[] [ 
]AAov[ 

6 

] TT[ 

].[.]. 

6 

]An[ 

]e7t.[ 

i t 

]8avexo[ 




]?[ 



three lines stripped, then 




11 

] .ECOCIXE 


] rr[ 

]..¥[ 



Notation i 1-2 seem to lack notation 4 The note after M may be TT, T, Y. 

Text i 1 i.e. ]apov lceap 2 pri rtcoc 4 p.iv axt^er. 

ii 1 e0]opev, ejijopev? 2 GpU7txo[|i£]Ya |i e^(xk[tice or the like? 3 The placing of the notes suggests word- 
division after ]xav. 


No. 6 PAP. ASHM. INV. 89B/29-32 
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Fr. 2 


1 

] .Kp. „ .KE^prcoat 



2 

1 [ 

] .a^qjvajxcpoxEpt 


Fr. 3 

3 

] [ 
]..poioXao)[ 

1 

]'OKoA,vyo5p[ J. [ 

4 

] A[ 

] ,pac£ Aa>e[ 

2 

]iyi Y [ 

] ETCEOt [ 

5 

]A n Y[ 

]. . . o[ 

3 

] n[ 

] 5£xov5aip.[ 

Fr. 2 Text 2 Probably ]KaOtt>v dpcpoxapt After 5 three lines stripped, then traces of five more, with no 
legible notation. 

Fr. 3 Text The fibres of this fragment suggest that it may have stood to the right of fr. 2. 3-5 1 o]\)k oXvyo- 

8p[a]v[- 3 xoi: or perhaps ret 8aip.[cov? 


Fr. 4 


Col. i 


]? ? A [ ] TT © n Y n Col. ii 

1 . . .].ctt.Qt[]0eraX.e(pLepr|}a.,Tamt n[ 

2 . . ]x£vaX J]oivaTCOXY7tA,a£Exaiop}ioi,c .[ 

3 . . .(.^]T0tvr|p[]yaXXpcripevaTpO(pov 

4 ^ ^]^ovai5av0p(D7ta)veXtKiT8VEpa 

5 ]vaxX.a)pova|_L(p.vY9 l [ 

6 . , Jat)xevaga>.[.].[jKrccopKaLE^tccojxe [ 


7 _vavcxatpoXocv EpiKppocupoppaScov 

8 aiytovTOKOicrTepTuop-evovKaiaKpaxcot 


A\ [ 

/ 













28 


1. Fragments from the Classical Period 


No. 6 PAP. ASHM. INV. 89B/29-32 


29 


Verse with notation over the first line only. This cannot (as in the case of no. 19) represent a pattern to be followed 
throughout, because here the verses are of variable length, and their boundaries are not indicated in the manuscript. 
Possibly the singer used these notes as a starting-point and then improvised his melody. In modem transcription the 
note-sequence appears as 



Text 1 Apparently Epripoxaxai (the melody favours this rather than dative -xctxai, though the higher note on -pn- 
is anomalous) 2 Perhaps oiva; then TtoxuiXd^Exai oppoic 4 dvGpamiov eXuci xe veai 5 x^copov 6-8 
anxEva ... kiccou kcxI EXiccopevav cxacpuXav, then after a space of three letters Epucupoci (poppaStov aiycov 
xokoici XEp7cop.£vov mi aKpaxan. A paragraphos after 7 To the right of 7-8: Al[ over a paragraphos and coro- 
nis, presumably marking a new beginning in the following column. The Al[, if not a title such as (Timotheus’) 
Aiac EppavTic, might represent aioXicxt (abbreviated?); cf. no. 9. 6 (ppuyicxi. But below this, blank papyrus 
where text would be expected. 


Fr.5 

]? Y [ 

1 ]^eiv(ocya[ 

]? A 17[ 

2 ] .vxepTtvovTcL 

]?[ 


Fr.6 

1 ]jieA,i.cei [ ] [ 

]???[ ] M Y[ 

2 U ]ee. .[ 

about four lines stripped, then 
].[ 

1YM YA ?M M ?[ 

7 ppoiceyKaOeSpavciYeXayxoccoupJ. . .]. . k[ 

]TT T M AM A y [ 

8 ]pevovpe^o[ 

] Y N Y A[ 

9 ]. .[] . mal 


Fr. 5 Text 1 kIXeivcdc ya[p, Pa]Xetv <bc, etc. 2 xepnvoi). 


Fr. 6 Text 1 X\: or X.u 7 Apparently ev Ka0e5paiciv (or -aic iv ) Not eX,ayxav~. The x could be k, sc. eX 
ayKac 8 Jpivov jxeX.o[c? (The melodic line favours a perfect rather than a present participle). 


Fr. 8 


Fr. 7 



1U 

M [ 

1 

1 . 

a.LbiKaxt 


1? 

M 1 [ 

2 

1. 

# oi,ca5t(pK[ 


1 

n m ?[ 

3 

]. 

vxe ire [ 


1 

nj YI 

4 

1 

Xec [ 


]? ? ? M[ 

5 


i.t 



] AM ?[ 



i.t 


] ?[ 


Parts of seven lines of text, largely illegible. _ 

3 ]y.apTci.7cxEve[, 6 ] . auexYTi9 T lA.[, with the note M 
above the x 7 completely illegible, but a note M can be 
made out. 


Fr. 9 


A scrap without notes. 


Fr. 10 


Narrow strip, about ten lines, only a few letters legible. The 
notes 17 T are visible above the penultimate line and M 
over the last. 


Fr. 11 


Fr. 12 


Fr. 14 


Col. i 

Col. ii 



i i. 

i .. .t 

1 ]eaye .[ 

]? n Y [ ]TT[ 

1 ItpeXtinatcovajce [ 

]M 

2 ]vov 

. .t 

2 ev [ 

in t 

2 ]ixovxa[ 

1 n Y [] n [ 

2 l^t) XacaX/UiiavEKax[ 

in 

3 ]. tav 



] A M TT Y T1 [ 

3 ].[ 


Fr. M 

The content suggests a possible location near fr. 15 i: the piece sits well immediately above 15 i 1, but a join cannot 
be confirmed. 

Text 1 (piXtip-axcov dree- or arc’ e- 2 Zrjv dote’ not ruled out Then apparently oXk ep.cxv (or epav, with 

EKOCTV?). 
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1. Fragments from the Classical Period 


Fr. 13 

Col. i Col. ii 


1 ]. .[ 

]A iiA iyi ? a n y n y [ 

2 ] £L£vx)yvovKaxa0£iov oc0A,lo[ 


] Y n Y [ 

3 .[ 

]MATTA n ] T M T M TM [ 

4 ] 7t l£ 7to|ir| v 4 TavA.[.]^amca8£Taiep7ie. .£tvei[ ] axey [ 

A © M A [ 


5 ]? 5 . y. . .yyoic£7tiKa.[ 

Text i 4 e] 7 cie 7 c 6 yr|v. 

ii These verses perhaps stood not far from the poem-end marked in fr. 15 ii 4, and belonged to a citharodic sphra- 
gis. 2 E.g. Geoi xalpEiev. The dotted letters in KaxaGeiov are very uncertain. A space before a0Uo[ (the o 
might be e[) 3 Or coye 4 Perhaps a[^]Xat xic d(i) 8 exai? 


Fr. 15 


Col. i 


1 ]. £OKO7tpl50C£K8a 1 

] Y A TT YAn Y 

2 ]. (pV.ESpOjiOVETtlKpOTOV 2 

]M T M n Y [ 

3 ]£A,£I£LK(XV£iy£p(DXl 3 

] r n [ 

4 ] a 4 

]y n 

5 ]_voc£ic 5 

]? ATT© 

6 6 


Col. ii 
yn m e [ 

A ? A Y n [ 
ToX.X.ripoTcaxaYocp'ot ,]\[ 


. [ 

] ? ?[ 

_T]p[. . .1. . .aTCO > l8£XL7tO>, < DX > # [ 

n aytta y n amtt ???[ 

x. . vovo8£Y(pvpv5av. .[ 

Yn AM ANIATTYATTY ¥?[ 
£opx^vt©co>uay[ . ]acav£X . jx^Sr^exet , 




3 ]e - X£L“£l Ka-VEX-p £- p© "XL 


6 I-©-© Xa-p-[ 7 t]dc, av £~xap’ W I -8130 xe[ 


The piece resembles in appearance the latter part of fr. 13, and may (with fr. 14) have stood fairly close below it. 

Notation i 1 If the suggested placing of fr. 14 just above fr. 15 is correct, the notes M 17 Y TT in fr. 14. 3 proba¬ 
bly stood over the syllables e(-o), Ku, tip 1 , 80 6 ©: E would be a possible reading. 

Text i 2 The melodic line implies the accentuation Spopov ETtucpoxov 3 -eiei perhaps the dative ending_of an 
adjective, doubled because divided between notes (cf. no. 10. 12 Ttlepixapeiei); the falling tone M T (if M ap¬ 
proximates to M) would suit a circumflex accent, -ei, e.g. o^oplekei. Then prima facie leaver p’ epwxi ‘will kill me 
with love’, though the descending tone M TT conflicts with the accent. Katei was certainly not written 5 The TT is 
placed over the e, implying -voc eic, -v oc etc, etc., rather than vocetc. 

ii 2 Apparently xo(v) Xr|p07taxaY0<pD[c]i[av (vel sim.) Paragraphos and coronis after 4 marking the start of a 
new poem or extract 5 Apparently vuv 68 ’ eytf), vov... 6 eopxfiv- i(b Xaprcdc, with the cd doubled because di¬ 
vided between two notes (sc. TT A). There seem to be three notes over Xapfrlac, if the faint A and M are both real. 
In that case two of them must be allocated to the syllable A.ap, though at this period the spelling Xaaprcac would 
then be expected (cf. no. 21. 12 aaprcexei, etc.). Then perhaps av exap v I 8 tic xe[p 7 t£ci. 


/ 
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1. Fragments from the Classical Period 


Fr. 16 


1 

] ac 


,-jP 9 -<=*-- 

2 

]A TT MTM 
]. . ,eKpoi|SSo'oo' 0 |J.evay 


■ —t —r v —r— 

EK-porP - 8ou - op - pe -vav 

hW r 


]- ? 17 Y Y M A? 

Fr. 17 

t - — -- 

A scrap extending across two columns. The only legible letters are in col. i ]a;cociX£m.£[ 
(x]axoc ixe i xe is just possible, but not convincing) and in col. ii 8acx£oa \ and in the next 

line a Z. If this was a note, a different tonos from the prevailing Hypodorian is implied, e.g. Ly¬ 
dian or Aeolian. 


Fr. 18 


Fr. 19 

1 

]? A n J[ 
]va^eiei^-jEXe[ 

1 

] a t 8 nv[ ] [ 

2 

]? ? © [ 

]ap8a^ A,ap8a [ 

2 

]??[ ] A A 17 Y Y[ 

] X-iTtarcaSECi [ 

3 

]?? Y Y [ 

].[ 

3 

] AY TT A 17[ 

]x 'Ke etclcx [ 


Fr. 20 


Fr. 21 

1 

] JJapovvEto. [ 

1 

].[ 

2 

] M M A [ 

] .ca£, aXaai av[ 

2 

]N ? f 

]evPoaxe-u(ioa civ [ 


]? TT[ ]??[ 

3 

]JY ? [ 

]xa. .<x£y[. . .].[ Jex . . £[ 


Fr. 18 Text 1 v<.>: or v, if etei, probably melodic doubling of ei; any accent will have been circumflex 
(descending tone) 2 Presumably V]dp5a A.dJ35a. 

Fr. 20 Text 2 c: perhaps % a'kaai, apparently, but one may think of dXa<X>cxi. 

Fr. 21 Text 2 podt eu? But after the second poa apparently a round letter. 


No. 6 PAP. ASHM. INV. 89B/29-32 


33 


Fr. 22 

] N ? ??[ 

lautaxcouKESct .[ 

On the back of the fragment is another, with no text surviving but the note-sequence A M A TT. 


Fr. 23 Fr. 24 

3U ?[ 

1 IpOTCOCICtOVaK 

] N [ 

2 JoEic^eivova # . .xa[ 

]e M []1J[ 3 ?[ 

3 ]oKpuo£VTi8expt[ 

m } Yt 

Fr. 25 Fr. 26 

]? AMY A[ r [ 

1 iSpriKapvcopI 1 aXkazo .[ 

3U ? A [ 

2 


1 ]...[ 

]A M [ 

2 ]pVKpe[ 

] Y ?[ 


Fr. 27 

Traces from two lines of text (no letter legible), and between them the note-series A TT A 17 A TT 
N. 

Fr. 28 Fr. 29 

TT Y T A[ 

1 pouX,ever8e[ 1 ]ot cu8[ 

]N Y ?[ 

2 3yiK7ta # X[ 


Fr. 28 Text (iouXeuev does not seem to have been written. If this is another melodic doubling, for pouter, the 
large rising interval Y r (a sixth) might suggest oxytonesis and thus an adverb, [d3|PotAei or the like, rather than 
the verb-form pouter. But a division pouter et 8e is also possible. 
















1. Fragments from the Classical Period 


Frs. 30-4 

Five scraps with only a few letters apiece and no musical notes. 

Fr. 35 Fr. 36 

1 ].[ 

2 ]vvauccoyyapo[ 

3 j. .icei6a. j 

4 JsapcevoJ 

5 ]x(ov5e[ 

6 J.KaTct 


] ?[ 

6 ] . va. . [ 

] A M[ 

7 ]7tOVTUp[ 

] T7[ 

8 ] .ervat 

] ?[ 

9 ]. .[ 

These two fragments have a similar appearance and layout—six or five lines of text without notation, then (after a 
gap) a new section with it—and they may have stood at the same level in the same column. 

Fr. 35 Text 2 yluvaimv yap, with the nu assimilated to the velar 4 apcev(o-). 

Fr. 36 Text 1 i.e. npiv k . [ 4 p]e0ac xcav-, -p]e0a crcav-? 


Fr.37 

Fr. 37 bis 

Fr. 38 

]. j 

i.t 

] N N Y NY[ 

1 ]. vax J 

1 ]. £^a7taoy[ 

] n [ 

]abraded[ 


]. X,£To[ 

2 ]X,tV£[ 


]T7[ 

] n [ 



3 lapaj 



] A[ 

7 ]k£7i;[ 


1 JcpucpiyicJ 

2 ]£V0£. Ea[ 

3 ]. . .ptl7CETc[ 

4 ]£0ac7iav.[ 

5 ]7cvou5e [ 


] n ?[ 


No. 6 PAP. ASHM. INV. 89B/29-32 
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Fr. 39 

Traces of about six lines, only a few letters legible. Visible notes in successive lines are FT 
(twice) and perhaps T. 


Fr. 40 Fr. 41 

Col. i Col. ii 

NN NY N M[ 

1 ]|xeA,A,o[ 1 Ipato ITCplXtOKtOpOCC .[ 

]?[ ]A[ ] ] A M N [ 

2 ].??[ 2 ]\j/£i [ Eicappacivxai J 

]N n [ ] n An a n[ 

3 3 ] .]. .6_[.. . . ]. t.[ 

Fr. 41 Notation ii 1 The papyrus is broken off immediately above the notes, so that any N may have been N. N 
N N, for example, would avoid the written repetition of consecutive identical notes, which is avoided in these early 
texts. 

Text ii 1 ito) ixco k%loc 2 eic apPaciv, then perhaps xat 5[e. 

Fr. 42 Fr. 43 

] A 

1 ]i8aAXo 1 ].[ 

] m n ]? tt r n [ 

2 ]p7t£Tpav 2 ] . ati£i 5 elvov[ 

]? NN [ ]? M M M[ 

3 ]vovxq)[ 3 ]*[.] at 

] An A[ 

Fr. 42 Text 1 5’ aXko 2 nexpav. 

Fr. 43 Text 2 xtei, axiei? Then presumably Seivov, but if so, the melodic fall of a fifth goes against the ac¬ 
cent. 
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1. Fragments from the Classical Period 


Fr.44 


Fr.45 


A MA[ 

1 E'OTITC e[ 

Y A [ 

2 ].[ 


1 ]. .av[ 

] M ? ?[ 

2 ]£voMA)vavr|8 # [ 

]? Ary A ?[ 

3 ] . . /UICTIOC [ 


Fr. 45 Text 2 (ev)oXA,t>voa? 
53 fr.l. 6. 


3 If interrogative xi or xic, the high note is appropriate; see nos. 4. 9; 42. 2, 8; 


Fr. 46 

A scrap on which the only legible letters are ]a[5a]i.to[ (with an written underneath [8a]) and 
for the next line the note-series N Y TT A. 


Fr. 47 

A line-beginning m. ta[ and below it the notes YAN. 

Fr. 48 

A mid-line fragment ]ivxa?tup[ (%aU<p[pov-?) and below it the notes A U Y . 


Fr. 49 

1 H 

]. A M[ 

2 iSeivevxe.l 


Fr. 50 


1 ]. cpv[ 

]n a ?[ 

2 ]' vx£ce[ 


Fr. 49 Text 2 ©]5eivev, eolSeiv ev, etc. 
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Fr. 51 

Traces of two lines, only a few letters legible; between them the notes A FT A. 

Fr. 52 

A few letters from the beginning of the first line in a column; above the second line the note N. 

Fr. 53 

No text; consecutive notes (all uncertain) MP0. 

Fr. 54 

Remnants of two lines; no notation. 


Fr. 56 

Fr. 55 

1 ^ ! W 1 ]0£UCiKpg[ 

1 ]pTCO£C<X(.)p}Xa [ 

] ?[ ]?[ 2 S. .[ 

stripped 

3 ]?. . .vt 

]? [ 

4 ]'%et\x[ 

] A [ 

5 ]t£c8[ 


Fr. 55 The notes on the right are faint, and appear to have no text below. 
Fr. 56 Text 1 Probably 7uucp6[v. 
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1. Fragments from the Classical Period 


These fragments, first published by M. L. West, 1 come from the same cartonnage as no. 5; 
possibly from the same roll, if we suppose that a fair portion of it remained blank after the final 
column of the Achilleus on the i side and that the back of this portion (the left-hand part of the 
reversed roll) was used for the present texts. There is indeed no certainty that these fragments all 
come from a single roll. But they are linked by the common feature of being all written along the 
fibres, and in the absence of evidence to the contrary we may take it as a working hypothesis that 
we are dealing with one music manuscript. 

We should expect such a manuscript to have contained a number of different items, and this is 
confirmed by the presence in two places of a paragraphos accompanied by a coronis. Most of the 
fragments are too exiguous to reveal anything about the nature of the texts. But we might expect 
them to be citharodes’ repertoire, either excerpts from tragedies or citharodic nomes or dithy¬ 
rambs. Some of them show clear signs of a lyric character. Fr. 4 is distinctly and elaborately 
lyrical, while in frs. 13-15 we seem to discern some kind of erotic verse in the left-hand column, 
and in the right a citharodic sphragis with literary-critical comment, followed by the start of a 
new poem which seems to allude to a festival and torches. Perhaps the poems were all the work 
of one author. The content of fr. 4 may recall Antiphanes’ criticism of contemporary dithyram- 
bists, whom he compares unfavourably with Philoxenus (fr. 207. 7-9 PCG II): 

oi vov 5e Kicc67cX,eKTa mi Kpr|va!a mi 
dv0eci7coTai:a jaiAea iieAeorc ovopaci 
7coioucLV eprc^BKovTec aXXoxpia \xe\t\. 

On the most cursory perusal of these fragments it leaps to the eye that the most frequent notes 
by far are A M T7 Y, representing a segment of the diatonic Hyperphrygian (or Hypodorian) 
scale. The higher note T, which appears half a dozen times, also belongs in this scale, and there 
are about a dozen instances of T, which is the chromatic alternative to the diatonic degree TT. In 
three fragments (8, 53, 55) notes from the related Phrygian and Hypophrygian scales appear (0 I 

P). 

The note © also appears in close association with A TT (fr. 4; 13 ii 5; 15 i 6; cf. 18), where it 
cannot be treated as Phrygian or Hypophrygian but apparently functions as a degree of the Hy¬ 
perphrygian scale; it takes the place of the chromatic K and diatonic H, which are absent from 
this whole set of fragments. This is paralleled in the Zeno papyrus (no. 8): there too the lowest 
note is Y, and the scale runs Y TT M A © (no higher note appears in the fragment). The © in 
place of H must represent a slightly flattened note, giving an interval above A of something like 
three-quarters of a tone instead of a full tone. 2 The interval © r is then VA tones. This arrange¬ 
ment of intervals in the tetrachord M-l~, 7 2 + 3 / 4 + 17 4 tones, is one recognized by Aristoxenus, 
who calls it ‘soft diatonic’ (duxxovoc paXocmc, Harm. 2. 51), and it resembles what Ptolemy 
calls ‘tense chromatic’. 3 The combination of this in the upper tetrachord with the regular ‘tense’ 
diatonic in the lower seems to be prohibited by Aristoxenus, but it is recognized by Ptolemy: it is 


1 West (1999). 

2 Not a semitone, because in no. 8 I and K also appear as ‘accidentals’ between A and ©; see the discussion of 
that fragment. 

3 xpcopcx covtovov, Harm. 1. 15 and 2. 14, pp. 35. 7 and 72. 4 During: ratios 22:21, 12:11, 7:6, i.e. 81 + 150 + 
267 cents. 
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incorporated in the kithara tuning that he calls xporcor and the lyra tuning that he calls 
pot AOmcn. 1 

The standing notes M and T, despite being the Mesai of the Phrygian and Hyperphrygian 
scales respectively, do not stand out as being of especial importance in the melodies; A, TT, and 
Y are all more frequent. We should attempt to evaluate the music on its own terms, without as¬ 
suming that the choice of notation-key is more than arbitrary. Musically the effective tetrachord 
seems tobeYTlMA, cutting across the theoretical semitone-tone-tone tetrachords of the Phry¬ 
gian scale system and showing a tone-tone-semitone structure. 

Two further ‘irregular’ notes appear: N (20 times) and A (twice, at frs. 28 and 44. 2). We 
have already met N in the context of the A M TT Y scale in no. 5, where it is even more promi¬ 
nent, and we observed that it represents a flattening of the standing note M. A occupies the cor¬ 
responding position in the upper tetrachord, a semitone below the standing note V. 

The accompanying diagram shows the notes in their places on a modem stave. 



Although we cannot follow any melodic line very far—the longest uninterrupted note- 
sequence is of thirteen notes—some observations may be made. Melodic intervals seldom ex¬ 
ceed a major third: rising fourths appears in frs. 1, 6, 15,45, and 53, rising and falling fifths in fr. 
43, rising sixths in frs. 28 and 44 (diminished), and a falling sixth in fr. 45. There is a tendency 
to oscillate between two notes separated by a semitone (frs. 13, 15, 16, 44), a tone (frs. 13, 14, 
55), a minor third (frs. 19, 27, 38, 41, 42), a flattened fourth (fr. 4), or a fifth (fr. 43). Once we 
find the four notes of the effective tetrachord in descending sequence (fr. 14: A M TT Y, if M may 
be treated as M), but otherwise we do not find even three successive scale degrees together. 
More typical is a ‘pentatonic’ type of progression, in which one of the inner notes of the tetra¬ 
chord is passed over, as in fr. 1 A M Y; 2, 13, 19, 48 A TT Y; 19 and 46 Y IT A; in fr. 15 cycli¬ 
cally Y A TT Y A TT Y, and again after the coronis TT A Y TT A Y...Y TT A... A TT Y A TT Y. 

The ‘accidentals’ are mainly used to create semitone or minor third intervals that vary the ba¬ 
sic structure of the tetrachord. In fr. 6 we find minor thirds (T M, Y N Y); so too in frs. 13 and 16 
(M T oscillating), 29, 38, 41 (N Y N, resolving with a rising semitone to M); in frs. 8 and 41 de¬ 
scending semitone slides (TT T Y [also in the Zeno papyrus], A M N); descending semitones also 
in frs. 21 (T Y), 28 (r A), 37 (TT T), 40 (N TT). The leap from Y to A (diminished sixth) in fr. 44 
is exceptional. 2 

Not much can be said about the relationship between melody and accent, as the identification 
of words is often uncertain. There is reasonable agreement in frs. 13 i 4; 14; 15 ii 6(?); 42. 2; on 
the other hand there appear to be clashes in frs. 1 i 4; 4. 1; 6. 7; 13 ii 2; 15 i 3; 16. 2; 43. 2. 

When a long vowel or diphthong is to be divided between two notes, this is indicated by 
writing it double, not (as in the Roman period) by a double point and/or bracket in the notation: 
fr. 15 i 3 ]eAeiei, ii 6 unto, 16. 2 eKporpSoponpevay, 18.1 a^eiei, 25.1 Srirj. 


1 See West 2 (1992), 171 f. 

2 Perhaps it resolved to f, cf. the sequence Y T A in fr. 28. 


/ 




bhHlsch”? 
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II. Fragments of the late Classical to early Hellenistic periods 


No. 7 PAP. HIBEH 231 Third century BC 


Fr. 2 


1 ].BBr[ 

2 ]KYM[ 

Fr. 3 

1 ] C [ 

2 ] A O [ 

3 ] ? e [ 

4 ] r p [ 

5 ]..YYTTAYT7YY.M[ 


Notation Fr. 2 1 ] : the lower part of an upright T[: n[ possible but less good 2 A small circle above Y 
may be intended for a stigme marking the arsis. Fr. 3 4 T might be a cursive N P doubtful. 

Pap. Hibeh 231, first published by E. G. Turner 1 and now in the British Library (Pap. 2996), 
consists of three small, abraded fragments of papyrus dating from the mid third century BC. 
They apparently come from some treatise on music with examples in notation. Fr. 1 contains no 
notation and is not reproduced here; it contains a mention of the Lydian dppovia, and perhaps 
of a \paXxfipiov. Frs. 2 and 3 have notation only. That in fr. 2 and in line 5 of fr. 3 evidently re¬ 
presents melodic sequences. Lines 1-4 of fr. 3, written in smaller writing than line 5, seem to be 
some sort of table of notes. 

The notes B B T are at home in Dorian or Hyperdorian, whereas K Y M look like chromatic 
Hypodorian (or Hyperphrygian). The notes in fr. 3. 5 are characteristic of diatonic Hyperdor- 
ian/Hyperphrygian; notably similar sequences occur in nos. 6 and 8. 

The purpose of the note table in fr. 3. 1^4 is obscure, and the readings cannot be guaranteed. 
If they are correct, the three preserved note-pairs all yield intervals of a fifth or sixth. 

1 Turner (1955), 152; republished by West 1 (1992), 2-4; see pi. la. 
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No. 8 


PAP. ZENON 59533 


Third century BC 


] A n A M Y T7 M Y M [ 
1 ]koi ta 5 e ta pw vi ke uv ai)[ 


]MTTTY A M 0 I K [ A ] 
2 ] t i yo va xtov e rc i k a x a ck[udv 


]. Ml 
3 ]e © v 


4 TT[ 


e 7t^l 


Notation 2 M West, — or ± Mountford (1931)^98 T Mountford, T or Y Schubart: see Mountford (1931), 95 
¥ pap.: see comment K Mountford (1931), 97, N Del Grande (1935), 370, M Gombosi (1939), 128 3 Ml Gom- 

bosi (1939), 127 f., N Mountford (1931), 99. 



Text 1 ]k West 1 (1992), 5, ]c Mountford (1931), 91 2 ]ei Edgar, ]6i Schubart: see Mountford (1931), 93, 99 

ck[uov West 1 (1992), 5, C7co[ or ctce[ Edgar: see Mountford (1931), 99 3 ]ecov West 1 (1992), 5, ]8o)v Mountford 
(1931), 91. 











42 


II. Fragments of the late Classical to early Hellenistic periods 


This much-discussed fragment, 1 2 dated by C. C. Edgar to about 250 BC, was acquired together 
with a quantity of Zenon papyri. It was first published by J. F. Mountford in 1931 } 

The left and right margins are broken off, while the top has apparently been cut away. The 
remaining text occupies only the upper third of the piece. The syllables are separated by spaces; 
cf. nos. 17-18, 42^13, 46, 50, 55. Below the text there is a subscription consisting of a TT|, the 
Ptolemaic form of sampi = 900, followed by the same sign again with the middle upright deco- 
ratively prolonged downward and finished with a circle, 3 this being preceded by e 7 i(ti), ‘verses’. 4 
If one may take the two sampis as having stichometrical significance, the fragment must be from 
the end of a roll. C. Del Grande assumed that the subscription must have stood in the centre of 
the column, and tried to deduce the original line-length and devise supplements on this basis, 
which is however uncertain. 5 

The metre appears to be dochmiac (West), or perhaps paeonic (Kannicht-Snell). The melodic 
line is in accord with the word accents of Iketiv and 'em (if the preposition is in anastrophe), but 
not with those of Employ, yovdtcov, or kcctoickUcdv, which points to a strophic composition. 
Together with the diction and subject-matter—apparent references to a female suppliant and to 
knees (of a god’s statue?) that are shaded over (?), sc. with the suppliant’s boughs 6 —all this sug¬ 
gests that the fragment may, as Mountford conjectured, be from a chorus of a tragedy. 

The preserved note-symbols are Y T TT M A K I 0. Of these, T K I appear to be ‘accidentals’, 
and Y TT M A © degrees of a basic scale. We have seen the same scale in no. 6; see the discus¬ 
sion there (p. 38 f.), where it is argued that the interval between A and © was one of three- 
quarters of a tone. In line 2 of no. 8 the two notes I and K appear as ‘accidentals’ between A and 
©. We must suppose that the sequence © I K represents a descent by successive quarter-tones, 
trisecting the 3 /4-tone scalar interval. 

The interpretation of the sign ¥ and the barred note or notes in line 3 is problematic. In nos. 
5-6, similarly, certain notes sometimes appear with a bar above them (© M N T) or through 
them (¥). Mountford identified ¥ with X (g' double sharp), the note an octave above T, but mu¬ 
sically this is most unlikely. Del Grande took the bars as the diacritic marking chromatic notes; 
but this appears only in late sources, and only with_the upper note of a chromatic pyknon. 7 By 
this convention we should expect a tetrachord O Y T M. O. J. Gombosi interpreted the bar as the 
diseme sign. 8 That seemed satisfactory so long as only the Zenon papyrus was in question. But it 
now seems that it must be given up, as in nos. 5 and 6 the barred symbols appear above short 
syllables in several places, as well as above the second element of the divided long vowel in no. 
6 fr. 16 EKporpSovou^LEvav. 


1 Edgar (1931), 2 f, pi. II; Del Grande (1932), 91-6; Mountford (1933), 260 f.; Del Grande (1936); Winnington- 
Ingram (1936), 32 f., 40, no. 1; Marrou (1939); Gombosi (1939), 127 f.; Norsa (1939), pi. 3; Del Grande (1946), 
135; Sedgwick (1950), 222; Winnington-Ingram (1955), 67, no. 3; Wagner 2 (1955), 115; Winnington-Ingram 
(1958), 9; Del Grande (1960), 153, 227, 440-3, 475; Kannicht (1981), 264, no. 678; West 1 (1992), 4 f.; 2 (1992), 
287. 

2 Mountford (1931). The original was collated for him by Edgar, Gunn, and Schubart. See fig. 5. 

3 Examples of this form of the numeral in Edgar (1931), no. 59732. 8; no. 59753. 8 and 14; no. 59762. 4. Middle 
upright prolonged downward and ending in a semicircle: no. 59723. 18. Cf. Gardthausen (1913), 368 f. 

4 Cf. Isocr. 12. 136; Diog. Laert. 1. 34, 61, and passim; cf. Gardthausen (1913), 71 ff. 

5 Del Grande (1936), 370. 

6 Cf. Aesch. Supp. 346, 354, 656. 

7 Del Grande (1936), 377 f.; Alypios p. 384 J.; Boeth. Inst. MusA. 3-4. 

8 Gombosi (1939), 127 f. 



No. 8 PAP. ZENON 59533 43 

Any hypothesis must take two observations into account. Firstly, the barring seems to be lim¬ 
ited to the notes © M N T Y. Secondly, whereas in the Hellenistic period repeating notes are in 
principle written only once, so that we do not expect successions such as NN, we do find in nos. 
5 and 6 the successions M M, M M, M M M, N N, N N, implying that the bar signifies some real 
modification. It can hardly be a modification of pitch, as the alphabetic system provides suffi¬ 
cient other resources for denoting fine intervals. Perhaps we should suppose the bar to mean that 
the same note is sung, but in a different way, or with some difference in the musical accompani¬ 
ment. Nos. 5 and 8, at least, were presumably accompanied by an aulete, and there were various 
ways in which he might vary his tones. On the other hand it seems unlikely that an instruction to 
the aulete would have been included in the vocal score. 
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II. Fragments of the late Classical to early Hellenistic periods 


No. 9 PAP. VIENNA G 29 825 a/b recto Third—second century BC 


] ! H [ 

1 ]0eae%0pavv[ 

] I P C [ 

2 ]va5a jce5o[ 

] M I P [ 

3 ]T)Tav5epox [ 

] C PI ? [ 

4 ] e8 r| rj p t, y a [ 

] P M I <D [ 

5 ]a X 18o9opov [ . . . . ]iica[ 

] C <p p v lytcxi M [ ] H P M [ 

6 loicjj x a u X . .Pa0ocr|^8 >> [ 

] o iyi c pc[ 

7 ]|tevat0yyaTpecyaXa0i}[ 

] C P [ 

8 ] tc a p 0 e vo i e Xk e c i [ 

] PR C P R[ 

9 ]otTpoxa^aKe[ 


Lines 1-7 on fr. a, lines 5-9 on fr. b 

Notation 1 \, not If Hunger (1962), 57 H or M West 4 C or r Hunger (1962), 57 6 (ppo)yicxi Hunger (1962), 
56 M and M Pohlmann, M or H Hunger (1962), 57 7 M or H Hunger (1962), 57 C over 0 Pohlmann 9 R and 
R Pohlmann (1962), 67 f., E and E pap. 

Text 1 ]0£d Hunger (1962), 56, 0 or o or cp, <x orX (e. g. n]0eV) Kannicht (1981), 264, Pohlmann 2 d]vd 
SdrceSolv Hunger (1962), 63, e. g. -opalva West - 8 o[v, not - 8 <p[ Pohlmann, thus not ]v- a 5’ d 7 ie 8 cp[Ke Kan- 
nicht (1981), 265 3 %p]h Hunger (1962), 61 port [a v Hunger (1962), 61, 63: xc or better x (e. g. xav 8 ’ epoxtiv 

comparing Eur. El. 625) Kannicht (1981), 265, x[, not n West, Pohlmann 4 jeStm: a melism like no. 10. 12 
7 c]epixap£vei Kannicht (1981), 265 piya Hunger (1962), 56: a[ or 8 [ or X[ Kannicht (1981), 265, Pohlmann: 
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2 d]-vd 8d-7te-8o[v 



3 txplri xav - 8’ e - po - x[iv 



4 ]- r| - 5 t| - pi- ya [ 



6 -oic^ xau - x.. (3d- 0oc p - £e .. [ 



* 7 ]pe-vai 0b- ya- xpec ya- Xa- Grit - vai 



e. g. ptySla or piy 8 [r|v Kannicht (1981), 265, piyd [8 West 5 x]aU 8 ocpopov Hunger (1962), 56, 62, Pohlmann, 
aX or better Xa (Xa'i 8 o(popov) Kannicht (1981), 265, ]aai 8 - (K2.]aai8o(popov with melism like line 4) West v Ka 
Pohlmann, West, ]\>ca[ or ]ica[ Hunger (1962), 56, 64 6 ]oic, followed by a chi-like sign: Pohlmann xaux.. 

Pohlmann, xaox[J. Kannicht (1981), 265, xaux[.]i West, xaux[6]v Hunger (1962), 56, 64 r£e..[ Kannicht 

(1981), 265, Pohlmann, p^exo i. e. li^exo Hunger (1962), 56,64 7 Ipevai West, Pohlmann, revai Hunger (1962), 

56 ya?ta0p[vai Hunger (1962), 56, 64, ya?ux 0r)[c-Kannicht (1981), 265 8 ]rta Pohlmann, 7 c]a Hunger 

(1962), 56,61 e^Keci[ 7 TB 7 c^oi Diggle( 1990), 150, £A.KEci[xexpoi Hunger (1962), 64 9]oi West, ].i Hunger 
(1962), 56 K£[XzvQa Hunger (1962), 64. 

Our nos. 9-14 are a group of small scraps in Vienna that were found with the Orestes frag¬ 
ment. They were mentioned by C. Wessely, O. Crusius, and H. Gerstinger, 1 but remained for 

1 Wessely (1891), 18,23; Crusius (1893), 200; Gerstinger (1936), 309. 


/ 
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II. Fragments of the late Classical to early Hellenistic periods 


long unpublished. A drawing and a transcription by Wessely, dated 4 October 1922, and missing 
no. 12, were found among the papers of R. Wagner, 1 who studied the fragments sometime before 
1934. He used a photograph of nos. 9-14 in which no. 14 is broken into three pieces, though in 
Wessely’s drawing they are still united. 

These preliminary drafts by Wessely and Wagner, as well as the original papyri, were avail¬ 
able to H. Hunger and E. Pohlmann when they edited the fragments in 1962. 2 R. Kannicht re¬ 
vised the text of the verses from photographs in 1981, 3 and Pohlmann has recollated the originals 
for the present edition. 

Fragments a and b of G 29825 are written on both sides of the papyrus, the verso being in 
both cases inverted with respect to the recto; clearly the two fragments belong closely together, 
and by matching the fibres Hunger was able to combine them. Our no. 9 is the recto of the com¬ 
bined fragment and no. 10 the verso. The hand is to be dated to the end of the third century BC. 4 

In no. 9 nothing of the upper or lateral margins is preserved. Lines 5-8 are compatible with an 
anapaestic or dactylic metre. Epic correption appears in 8 and perhaps in 1 (if the third letter is 
a). The piece might come from tragic lyrics, and Kannicht included it in his edition of the Tragic 
Adespota as F 679. 1-10. xav8’ epox[iv in line 3, on the other hand, if correctly read, may point 
to a dithyramb or other festival composition. 5 

The notes ROC P M \ (J g a fy c'd') are diatonic Lydian. 6 The only other note 
(perhaps) appearing in the fragment is H (lines 1 and 6); we say perhaps, because M is 
not written very differently, and may be a possible reading. In 6 the note-series I M H P 
M is headed by the explicit signature cppuyicxi, which is accompanied by a great chi-like 
sign in the text, explained by Kannicht as a double diastole. 7 M and I are common to the 
Lydian and Phrygian scales; the chromatic Phrygian contains also H ( e '), but not P, while 
the Hypophrygian contains both H and P, though a scale containing both M and H would 
be one in which a diatonic tetrachord (a fyc'd') was continued upwards by a chromatic 
one (d' ei’ ef g). 

As in the other Vienna fragments, and as is normal for the period, repeating notes are 
written only once. 8 There is no rhythmical notation in this piece. There may be an exam¬ 
ple of a syllable divided between two notes being written with doubled vowel (4 £5r|r|). 
In lines 1-5 (the pre-‘Phrygian’ part) there seems to be good agreement between melody 
and accent (reading 1 exOpdv, 2 5a7te5ov, 3 epoxiv, 5 -cpopov), but thereafter we find 
clashes in tilC e 1?9 (if a verb form is rightly discerned), 0uyaxp£c, and yaXa (if a sepa¬ 
rate word). So the ‘Phrygian’ section, at least, may have been strophic. Hunger’s sup¬ 
plement xauxtolv in 6 would give another clash, whereas e.g. xat>x[T|]x would not. 9 
xpoxaA.dc is again in accord with the melodic movement. 


1 In the possession of the Musikwissenschaftliches Seminar of Munich University. 

2 Hunger-Pohlmann (1962); re-edited in Pohlmann (1970), 84~92. 

3 Kannicht (1981), 264-80 (F 679-86). 

4 Hunger (1962), 53-5; see figs. 6 and 7. 

5 Cf. no. 5 fr. 15 ii 6. 

6 The R, which is in principle a B modified by being left open at the base (pfjxcc eAAutec, Alypius p. 369. 5 Jan 
etc.), appears in the unusual form p; , also found in no. 13. It was identified as R by Wagner; cf. Pohlmann (1962), 
67; (1966), 503 f. 

7 Kannicht (1981), 265. For other examples of the diastole (a mark of separation) see nos. 3. 5,6; 10. 3,7; 14. 4. 

8 Seep. 15. 



Nos 


FIG. 6: Pap. Vienna 
G 29825 a/b recto 


FIG. 7: Pap. Vienna 
G 29825 ?Jb verso 
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No. 10 

PAP. VIENNA G 29 825 a/b verso Third—second century BC 

1 

] c n c p 

] .cevayKaXic)ia 

2 

] P <D CP 

]oic«(teiavapi 

3 

] n o 

]..[.] JtoeWVKOpetTl <9 

4 

] C N I 

] . ® Y t . . .]KopaKacocoiKatce 

5 

] C CD O Z O C 

]noXvcjtav[. _ , ]o0oi£axcuo)v 

6 

] O 1 M [ 

] . -o v fx e X. v [.(.)J ti . . [ 

7 

] [ 

] p o p i8o c~) a t. . . ] . [ 

8 

] M [ 

] a x a a) \. 6 T 

9 

] ? <D T[ 

] . a p a t a c [ ][ 

10 

]C M © [ 

1. . v0ev[ . .] . . [ 

11 

tcxtl M [ 

]xavKopav[.].. [ 

12 

] C P M 1 [ 

leptxapeieif, .] . .[ 

Lines 1-5 on fr. b, lines 3-12 on fr. a l 

Notation 4 C and 5 Pohlmann, C and X Hunger (1962), 57 5 2 Pohlmann, Z Hunger (1962), 57 6 O Pohl¬ 
mann, C Hunger (1962), 57 11 [fo>8]vcxv Hunger (1962), 58 f. 

Text 1 ] .cev Pohlmann, ] cev Hunger (1962), 57 f. 2 ]ot Pohlmann, ]oi Hunger (1962), 57 xav : xov corrected 
to xav apt- (e. g. dpiSaKpoc) or Epi- (e. g. epucupcov) Kannicht (1981), 265, dpi[cxav Diggle (1990), 150, epi 
Hunger (1962), 58 3 rcoGtpv (not teoGov) West, Pohlmann, teoGwv Hunger (1962), 57 Kopet Kannicht (1981), 

265, Pohlmann (the iota set close as often), Kope Hunger (1962), 65 4 tov[.. jKopaKac Pohlmann (not kec or 



No. 10 PAP. VIENNA G 29 825 a/b verso 
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].cev ay - kcc - A,tc - pa 




£ 


£ 


lot c\> pe xav a - pt[c- 




3 -xav 


] ito-Gtov ko - pet xtc 


] .toy [ec] Ko-pa-Kac, 6 - cot mt ce 




V P . ^ 


5 Itco-^oc Ttav - [xcov \y]o - Got’ ’A - %at - cov 


zaz 


6 olov pe “A,t-[xt5]ri..[ 


7 ev8]popt8oc- a[ 


8 axatotG 


9 aK]a - pa - xac[ 


ziza 


10 ].. - v0ev[ 


zpz 


11 ]xav ko - pav[ 




r p 


8 12 xc]e- pt - x a * pet- et[ 


koc), cov [ec] KOpaKac Hunger (1962), 57 6 .vvpeXiI.OJn Pohlmann: sufficient room for pe9iv[t'i8]ti as iota 

is often set close (lines 1, 3,4,5, 8,12), louv peXitxtS]^ Hunger (1962), 57, 64 f. 7 ]po Pohlmann, ]po Hunger 
(1962), 57 8 ]axa 5 lG[ Hunger (1962), 57, 64, Pohlmann, not ]axi^ or ]caK 9 ] .apa Pohlmann, ]. .pa Kan- 
nicht (1981), 266, d]Kapaxac Hunger (1962), 57, 65 10 ]. ,v0ev[ Pohlmann, to [(pa]vGev Hunger (1962), 65 

11 ]xav Pohlmann, ]xav Hunger (1962), 58 pav[ West, pav[ Hunger (1962), 58. 
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No. 11 PAP. VIENNA G 29825 c 
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Part of the upper and right-hand margins of no. 10 is preserved. Lines 2 and 4 do not extend 
so far to the right as 1,3, and 5. In 3 and 7 there are diastolai, and in 11 a modulation signature 
as in no. 9. 6. The hand shows cursive traits; sometimes letters like iota are set close. 

Lines 1-5, at least, are compatible with iambo-choriambic metre, with catalexis at 3 and 5 and 
probably after 2/3 dpx[cxav]; in line 4 (kcxx) perhaps there is a syncopated iambus. Apparent 
hiatus at 5 (and perhaps 8) is to be interpreted as scriptio plena of an elided vowel. 

The composition is dramatic in nature. A female speaker (2) addresses abuse (4-5, 6?) to an 
‘Achaean’ (5), presumably one of those who fought at Troy. It appears that a high-bom Trojan 
woman (2 pe xav dpxfcxav]) is berating the Greek hero who plans to make her his ayKaXicpa 
(or evayKa^Acpa, 1), and threatening that he will suffer for it (3 7c60cov KopEx xxc, ‘someone 
will give you your fill of lusts’). We may guess that the two persons in question are Andromache 
and Neoptolemus, with allusion to the latter’s violent death at Delphi; the icopa in 11 might be 
Hermione. A tragedy seems a likely source of these lyrics, even though the expression [ec] 
Kopaicocc (4) dips below the usual tragic level. Me>,i[xi5]r| in 6 would lie even more clearly in 
the comic register (cf. Ar. Ran. 991; Men. Aspis 269). Thus one cannot dismiss the possibility 
that no. 10 is a fragment of a satyr play in Trojan context. R. Kannicht included the piece as a 
possible satyr play in his Adespota 1 because of line 5. 

The segmentation implied by diastole and modulation signature is confirmed by the music. 
Lines 1-3, with the notes 0> C P IT (g a bj,b), are chromatic Lydian, while 4-6, with <D C O £ 
N Z (g a b c' c#' e') are chromatic Hypolydian. In both cases, as perhaps in no. 9. 6 (see 
above), only the upper tetrachord is chromatic, the lower being diatonic. Line 6, with C 
M I (a c d') f is diatonic Lydian; 8-10, with (DC M © T (g a c' e//'), diatonic Hypo- 
phrygian; and 11-12, following the modulation signature, diatonic Lydian again (C PM I 
= a b c d ). 

As in no. 9, repeated notes are not written out, and there is no rhythmical notation. A 
syllable divided between two notes is written with doubled diphthong (12 ;c]epi- 
Xapexet). The melodic line goes against the word accents in each word of line 5, as well 
as in 9 dlKotpaxac, and in 12 7i]epixapel it rises instead of falling on the circumflex. 
Once again, strophic composition is indicated. 


1 Kannicht (1981), 265 f.; the fragment is F 679. 11-22. 



No. 11 


PAP. VIENNA G 29825 c Third-second century BC 



FIG. 8: Pap. Vienna G 29825 c 
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:f do[ 

6 
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- U (0 V E [ 
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T| (p l X [ 


C [ 
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x e k [ 

8 

x i c r [ 
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N O [ 

4 

(0 p X 0 [ 

9 

: Y x v [ 


c [ 



5. 

-\ 7C O p ti) [ 




Notation 1 : f like the f in 8, Hunger (1962), 59, but see Kannicht be¬ 
low 8 f Hunger (1962), 59, Pohlmann, T Pohlmann (1970), 91 9 O Pohl- 
mann, O Hunger (1962), 59, © not possible in Hypolydian. 

Text 11>9, not yo Hunger (1962), 59: vo Pohlmann, yuS[v Kannicht (1981), 
266: not possible, cf. notation lines 1, 8 and no. 14. 4 3 xeK Hunger (1962), 

59, Pohlmann, xev Kannicht (1981), 266 4 copxo Kannicht (1981), 266, 

Pohlmann, copx. Hunger (1962), 59 5 cp or o Kannicht (1981), 266 6 a or 

£ Hunger (1962), 59, a Kannicht (1981), 266, Pohlmann. 


This fragment is the closest to the Orestes piece in the character of its script, and is likewise 
to be dated to about 200 BC. 1 The left margin is preserved, with at lines 2 and 5 symbols resem¬ 
bling an obelos but having some attachment at the inner extremity. Besides the vocal notes C O 
N I {a b c#' d') there are instrumental notes with arsis points: V ( e ) at 1 and 8 in the text, 
and Z ( g') at 7 between vocal notes, as in the Orestes fragment, and with the same shape 
as there, i_. In 2 the note O is clearly surmounted by _i, the triseme symbol otherwise 
first attested in the Seikilos song (no. 23). Above N O in 9 runs a long horizontal stroke 
(diseme). The dicolon or double point (:) appears at the beginnings of 1 and 6, and a tri¬ 
ple point (:) before 9; their function is obscure. 2 The last revision of the text is due to R. 
Kannicht. 3 Nothing can be seen of its subject matter. Its significance lies in the variety of 
its notation, with the marginal symbols, double and triple points, and diseme and triseme 
signs. The melodic notation is all consistent with Hypolydian, mostly diatonic but 
modulating into chromatic with the N in 9 . 


1 Hunger (1962), 55; see fig. 8. 

2 On their use in literary texts cf. Turner (1987), 7-9; on the dicolon as a rhythmical sign preceding notes cf. 
West 2 (1992), 267. 

3 Kannicht (1981), 266 (F 679. 23-31). 










52 


53 


II. Fragments of the late Classical to early Hellenistic periods 


NOS. 12-14 

No. 12 

i ?[ 

1 i. .t 

]p i 

2 ] x a [ 


] [ 

3 ].[ 

] ? <b c ? [ 

4 ]»pociva[ 


5 ] v c s U a [ 

] Z ? [ 

6 ] X i v <p 8 [ 

[ ] 

7 1 . [ 


PAP. VIENNA 29825 d-f 


No. 12 




¥ 


4 ]©-poc i-va [ 


Third-second century BC 

No. 14 

] [ 

1 ]p'catc5a[ 

] C [ 

2 ]koUoi[ 

]«>[ 

3 e]<prmepo[ 

] .[ 

4 ] o a) c ay r[ 

]C Z[ 

5 ] . a v r| [ 

]Z E?[ 

6 ] o c v a [ 

] C I [ 

7 [ ] 


No. 13 

IIP C [ 

1 ]xevcoc£(pa[ 

1 R C I [ 

2 IcayKECuI 


No. 13 

=*-, c = ; = 

f V T 

P - 

1 ]xev cbc 

e -<pa[ 


J> n 


2 ]c ay* ke- ci k 


Notation No. 12. 4 ? Pohlmann O Pohlmann (1970), 92 6? Pohlmann. No. 13. 2 R Pohlmann (1970), 92, 
Ppap. No. 14. 4 f Pohlmann (1970), 92, y Kannicht (1981), 266, but see the stigme on f and the note f in no. 11. 
1,8 6? Pohlmann. 

Text No. 12. 4 ©poc West, Pohlmann, apoc Pohlmann (1970), 92, Epoc Kannicht (1981), 266, but see the 
disemos 5 ia>aveai]v C7titax[8oiv (Soph. Ant. 966) Hunger (1962), 65, e]v C7utax[5ecci Pohlmann (1970), 92 
6 >iv©5 Pohlmann, UvcpA, West, -Uv e5- Kannicht (1981), 266, ccive5 Pohlmann (1970), 92, <xive8 or A,ive8 
Hunger (1962), 60. No. 13. 1 fyev West, Pohlmann, ]cev Hunger (1962), 60 cpa[ Pohlmann, cpa.l Hunger 
(1962), 60 2 ]c Kannicht (1981), 266, LdyKEci Hunger (1962), 60, 65, cf. Evlt. Bacch. 1051. No. 14. 1 ]p 
Kannicht (1981), 266 2 Xoi Pohlmann, tan Hunger (1962), 60 3 elcpruieppl Hunger (1962), 66, cf. Eur. Heracl. 

866, £]<p Kannicht (1981), 266, West, Pohlmann 4 ]o West, Pohlmann, }o Hunger (1962), 61 6joc West, Pohl- 
mann, ]ac Hunger (1962), 61, ] c Kannicht (1981), 266. 



Nos. 12-14 PAP. VIENNA 29825 d-f 

Nos. 12-14 are palaeographically very similar, and like no. 11 are to be dated to around 200 
BC. They also have features in common with the other Vienna fragments. The note R has the 
same unusual form R as in no. 9. As in the Orestes fragment (no. 3), epsilon has a square epi- 
graphic form as a musical note (14. 6), but is rounded as a letter in the text. The diastole appears 
again, as in nos. 3 and 10, and it is followed by the same instrumental V with arsis-point that we 
have seen in no. 11. Repeated notes are. not written out (13. 1). The diseme sign appears at 12. 4 
over an unidentified note. 

The few legible words are all found in tragedy. 1 All the vocal notes are Lydian (R ® C P I Z 
E = fg a b/,d'ef'). The instrumental r (e) fits in with this. dyKeci (13. 4) is set without 
regard to the accent, and so is Iva if rightly recognized at 12. 4. 



FIG. 11: Pap. Vienna G 29825 f 


1 The fragments are edited by Kannicht (1981), 266 (F 679. 32-46); see figs. 9-11. 
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Nos. 15—16 PAP. VIENNA G 13763/1494 Third—second century BC 


No. 15 

]<P [ 

1 ] t a v ta,[ 

2 ]CU*K CC ^ [ 

3 ]K rhKTC C [ 

]Ni N [ 

4 ].£oua[ 

] ? R“V [ 

5 ] v ? T1 voc [ 

] 6 [ 

6 ]?? K . .ct[ 

] V[ 

7 ]??? h ?[ 


No. 15 



No. 16 

1 ].«.[ 

2 ] 0 a c a K[ 

3 ] < ? C [ 


4 ] ¥ r 

t 

No. 16 

A 


]N OS ? 

E[ 

4 ^ 



5 ]ey koivoic S[ *5 ]ey kol - vote 5 [ 


Notation No. 15. 3 K Pohlmann K West, Pohlmann 5 \ Pohlmann, ^ or A (Pohlmann (1970), 93) not possible 
6 K West, Pohlmann. No. 16. 4 ^ West, Pohlmann, not C (Pohlmann (1970), 93). 

Text No. 15. 7 H £[ Pohlmann, i—[.].[ Pohlmann (1970), 93. No. 16. 5 vote : o over t in the pap. 



Nos. 15-16 PAP. VIENNA G 13786/1494 55 

Nos. 15 and 16, like the other Vienna fragments, belong to the period around 200 BC, even if 
some uncertainty remains owing to the small extent of the legible text. 1 No. 15 contains vocal 
music which is three times interrupted by instrumental sequences. After line 1 there are two lines 
of instrumental notes bearing disemes and arsis-points; in 4-5 there is more text with vocal no¬ 
tation; in 6 we appear to have the end of an instrumental sequence and, following two large dots 
which are perhaps equivalent to the diastole, the start of the next vocal section; and a similar 
arrangement is probably to be assumed for 7. 

Vocal and instrumental parts alternate similarly in no. 16, which has a later cursive non¬ 
musical text on its verso. In 1-2 we can discern the end of a vocal section; then, after a wide gap, 
stands a note K with diseme above, and instrumental notation continues in 3^1. In 5 there is more 
text with vocal notation. On koi- there is a melisma. 

The notation in both fragments is Hypolydian, diatonic in the instrumental parts, chromatic in 
the vocal. The notes preserved are: instrumental Hh-T C Ky<CU (B d e a b c d' e '/'); vo¬ 
cal R V C O S N E (ff# a b c' c#' /'), with an uncertain diatonic O (g) at the beginning 
of no. 15. 

It may be that both fragments belong to the same piece, but no physical connection 
can be established. They are of interest for their combination of vocal with instrumental 
music, their rhythmical notation, and their use of the notes R (also in nos. 9 and 13) and 
V, whose existence by the late third century BC is of significance for the history of the 
development of the Greek vocal notation. 2 



FIG. 12: Pap. Vienna G 13763 FIG. 13: Pap. Vienna G 1494 


1 H. Hunger (personal communication); cf. Pohlmann 2 (1966), 501; see figs. 12 and 13. 

2 See Pohlmann (1976), 64; West 2 (1992), 259 f. 
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Nos. 17—18 PAP. BERLIN 6870 lines 16—19; 23 Second—third century AD 


No. 17 


r i' 6' K' K' 6' : r n o' k' i' [ 

16 AY TO (DO NO X E PI K A I (DA C T A NON \[ 

a' i' I' r 6' [B] K' O' i' : r k' n i' e' [ 
17JEAAMDNIA AATOCONAI [1] ^A N E[ 

K' k' r n o' 6' A' e' r 6' k' ? [ 

18 A I^Q AY CE A TON A Al TPON OT PJ 

r K' E' r k' : K' O' [hi r e' a' [ 
19EAKE CINOTTOGOY ME NOC[ 


[ 1 

Notation 16 : I' D pap., I' h supplied by Wagner (1921), 261, V n by Pohlmann (1970), 100 17 B that is [B] 

Schubart (1918), 766, 768, West 1 (1992), 13, [K] Wagner (1921), 261, Pohlmann (1970), 100 18 i n Schubart 
(1918), 768, West 1 (1992), 13, 14,1' h Pohlmann (1970), 100 A' E' V West 1 (1992), 13, Pohlmann (1970), 100, 
A' E' ? Schubart (1918), 766, 768, A' E' j' Wagner (1921), 261 19_:K' Wagner (1921), 262, .K' Schubart (1918), 

768 [O'] I' West 1 (1992), 13, 14, [A'] [V] Wagner (1921), 262 A' West 1 (1992), 13, A' Schubart (1918), 768. 


No. 18 


TYh tKIO T kA'K[ 
23 Al MAKATA X0ONOC AnO [ 


Notation 23 T Y h Schubart (1918), 766, 768, West 1 (1992), 13, 14,: T X h Pohlmann (1970), 100, 103, TXfl 
Wagner (1921), 262 KA'K[ Pohlmann, KA'K[' West 1 (1992), 13, 14, Y A' ? Schubart (1918), 766, 768, K or 
X, A' or X, J Wagner (1921), 262. 



Nos. 17-18 PAP. BERLIN 6870 lines 16-19; 23 
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No. 17 





A' 

Text 16 left margin AA : X that is dM.(o) x(opou) i[ Schubart (1918), 768, West 1 (1992), 13, y[ Kannicht 
(1981), 275 17 [I] Schubart (1918), 766, 768,1 Pohlmann (1970), 100 18 [ ’0]5-oc<c>ea Schubart (1918), 766, 
768,ucea West 1 (1992), 13 xp. West 1 (1992), 13, $3 Schubart (1918), 766, Kannicht (1981), 276, xri Pohl¬ 
mann (1970), 100. 


No. 18 



Text 23 left margin (cf. 16) on the level of the notation ].a' [...] a' Pohlmann, ].oc' A' West 1 (1992), 13, 
aX,(?io) A' Schubart (1918), 766, that is 6 &(A,o) [a'] Pohlmann (1970), 100. 
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Pap. Berlin 6870, published by W. Schubart in 1918, preserves, on the verso of a military 
document dated to 156 AD, the left half of a column containing five musical items. 1 Lines 1-12 
are from a paean (no. 50), of which the first line is marked by a paragraphos and £K0£cic. Lines 
13-15, which begin further to the right, are an instrumental piece (no. 51). Lines 16-19 are from 
an Ajax-tragedy (no. 17), introduced by the marginal note a^A(o) x(opo'o), similar to those 
found in nos. 9 and 25. Lines 20-2 are a second instrumental piece, again indented (no. 52). In 
the left-hand margin of line 23 there stands another note a(XXo), followed by a single line of 
tragedy, the last on the sheet. The left, upper, and lower margins of the papyrus are preserved. In 
no. 50 the length of the lines can be approximately established, 2 and it indicates that the width of 
the original sheet was at least twice as great as the preserved portion. The format shows that we 
have to do with a collection of musical examples, which share the same highly developed 
rhythmical notation. 3 

Schubart left the musical notation for others to analyse, but provided a transcript and a fac¬ 
simile, which served subsequent students well. 4 R. Wagner checked readings on the original with 
Schubart’s help, making a decisive advance in the interpretation of the notation. 5 C. Del Grande 
and G. B. Pighi contributed further proposals for supplementing the text. 6 E. Heitsch edited the 
paean without the musical notation but with a full synopsis of the conjectural supplements. 7 The 
, papyrus disappeared with the whole Berlin collection at the end of the Second World War, but 
eventually came to light again, and R. Kannicht was able to recollate it for the text of the two 
tragic fragments. 8 A small additional fragment (inv. 14097) was joined on at the top right-hand 
comer and, following a re-examination of the papyrus by Stephanie West, published. 9 

No. 17 may be assigned to a tragedy of the Classical or early Hellenistic period on the basis 
of its content (lyric dialogue of Tecmessa and female Chorus about Ajax’s suicide), its metre 
(dactylo-epitrite), and its musical setting (largely contrary to the word accents), which points 
strongly to strophic composition. 10 This last feature is against the proposal of Del Grande to as¬ 
cribe no. 17 to Timotheos’ Ajax dithyramb, of which nothing is known but the title, 11 but which 
will have been astrophic. 12 Nor can F. M. Heichelheim’s ascription to the "Ontaov Kpicic of 
Aeschylus be upheld. 13 There is nothing to connect no. 17/18 with the other Ajax tragedies of 
Aeschylus (0pqiccai, CaXapaviai), 14 or with those of Astydamas II, Carcinus, or Theodec- 
tes. 15 Kannicht rightly placed them among the Tragic Adespota. 16 

1 Schubart (1918). 

2 See pp. 168 f. 

3 Schubart (1918), 764. 

4 Reinach (1919); Thierfelder (1918); (1919); Schroder (1920); Romagnoli (1920). 

5 Wagner (1921); cf. Schroder (1922). 

6 Del Grande (1931); Pighi (1943). 

7 Heitsch (1961), 168-70. 

8 Kannicht (1981), F 683. 

9 West 1 (1992), 12-14 and pi. 1. 

10 West 2 (1992), 197, 282,320-1, with pi. 35. 

11 Del Grande (1946), 89 f., and again Belis (1998). Cf. Wilamowitz (1903), 106. 

12 West 2 (1992), 361-4. 

13 Heichelheim (1958); Pohlmann (1970), 101. 

14 Aeschylus, ‘'OtcXgjv Kpicic: TrGF III F 174-8; Gpfjiccai: TrGF III F 83-5; CaJtapivuxi: TrGF III F 216— 
20. 

15 Astydamas II: TrGF I 60 F 1 a; Carcinus: TrGF I 70 F 1 a; Theodectes: TrGF I 72 F 1. 

16 See above, n. 8. 


Nos. 17-18 PAP. BERLIN 6870 lines 16-19; 23 
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Provenance from a strophic composition might be assumed too for no. 18, whether or not it 
belonged to the same play. These two fragments are accordingly placed here, whereas the other 
items on the Berlin papyrus (nos. 50-2) would seem to belong to the Imperial period and appear 
later in the volume. 

The setting of no. 17 lies in the soprano register. The note symbols, O' K' I' E' A', are all 
furnished with the octave stroke. Except for the E', they belong in the top octave of the Hyper- 
aeolian scale. The note E =/' occurs in Hyperionic, Hypolydian, and Lydian, but none of the 
standard scales has E' =/". O. J. Gombosi wanted to explain it away as a mistake for H' = e(\ 
but Wagner rightly rejected this on palaeographical grounds. 1 One might consider the possibility 
that the copyist of the Berlin papyrus added the octave strokes to the notes on his own initiative, 
to give the excerpt more explicitly the character of a women’s chorus: without the octave 
strokes, the notes could be combined with the likewise Hyperaeolian notes of no. 18 (only one of 
which has an octave stroke, apparently an error 2 ) to yield the series X? T O K I E A. (Instead of 
X an exharmonic Y = g is also possible.) But the E remains anomalous; we should expect X T 
(C) O K I Z A =/#g# a b cWd'e'jW. Evidently this music used a special modal scale in which 
the seventh degree was sharpened. Had it been raised by a whole semitone, we should have ex¬ 
pected the note-symbol A to have been used according to normal principles of notation. 3 The 
choice of E suggests that it was raised only by a quarter-tone. 

As to the high register, it can hardly reflect the original tragic performance, in which all fe¬ 
male parts would have been played by male actors. What we have before us must be a later ar¬ 
rangement for concert performance by a female singer (a chorus is harder to envisage). She pre¬ 
sumably assumed the persona of Tecmessa, even if the (strophic) original was choral. 

The rhythmical notation does not follow the system used in the Paean and the instrumental 
fragments (nos. 50-2). With one exception (line 19), the long syllables do not carry diseme 
signs, the time-value of the notes being given by the syllabic quantities. If a leimma is added to a 
long syllable, the result is a superlong. The hyphen appears only once in the notation, line 17, 
though it occurs twice in the text (lines 18,23), where its function is unclear. 

The pointing in no. 17 is generally consistent with the apparent dactylo-epitrite character of 
the metre. The dactyls are notated -uu or -uu. Line 16 begins with a D-colon, apparently fol¬ 
lowed by another. To regularize the rhythm the last syllable of the first D-colon is prolonged by 
means of a leimma; unfortunately the papyrus is damaged above the leimma, and it is not possi¬ 
ble to be sure whether it carried a diseme sign with arsis-point. In line 17 there was probably 
period-end after Alav, the first syllable of which is extended to double length, equivalent to a 
whole dactyl, with a melisma. 4 In line 18 we probably have the end of one D-colon, -uu- 8i* 
* 08uc-, a short link-syllable, and then another D-colon. Here again superlength is used to equal¬ 
ize the rhythm, the leimma over the second syllable of ’ 08'uc<c>ea serving to scan -Succe- as 
lu, equivalent to the dactyls. (We must suppose that in the two notes over -cea the arsis-point 
has erroneously been applied to the second O' instead of to the first.) 

In line 19 and no. 18 R. P. Winnington-Ingram saw that the pointing of the groups -uuuu 
(eX-keciv 6 Tio- and -xa %0ovoc a7to[) has an analogy in no. 23, the song of Seikilos, where the 
iambic metra are pointed u-uuu. These are therefore trochaic metra, in which the first half is 

1 Gombosi (1939), 134 f.; Wagner (1955), 115. 

2 West 2 (1992), 322. 

3 Cf. West 2 (1992), 255-8. 

4 For similar treatment of mythological names in other papyri (nos. 39 and 53) see West 2 (1992), 203. 
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reckoned as the thesis and the second half as the arsis. 1 Only the beginning of line 23 (no. 18) is 
anomalous, for to go by the notation, alpa kcc- occupies only five time-units, T Y in the thesis 
and DTK (with stigmai) in the arsis. There is no sign that a note or diseme sign has been lost. E. 
Pohlmann (1970) attempted to resolve the difficulty by reading T for the first T. But T seems to 
be what the papyrus has, 2 so that this solution remains a conjectural emendation. 

Melody and rhythmization link no. 18 with no. 17, though the connection seems to be contra¬ 
dicted by the marginal sign at line 23, a[. . .] [a'], which Schubart interpreted as a\(ko) A' 
(/#"). 3 H. Abert supposed that the second A' indicated the transposition of the whole line into 
the higher octave. 4 Wagner took it as an indication of key, and Gombosi as a duplication of the 
aXko. 5 But the difficulty of an alXo here was recognized by Pighi. This is the last line on the 
verso of a single sheet of papyrus: hardly the place for a new excerpt to begin. 6 The decisive 
point is that the two A’s are set somewhat above the level of the musical notation. They belong, 
therefore, neither to the notation nor to the text. This leads us to return to Schubart’s interpreta¬ 
tion and to read an aXko followed by a cancelled A, this being not a note but the initial letter of 
the line of text, which the scribe had put too high. The purpose of the aXko was simply to sepa¬ 
rate no. 18 from no. 52, in the same way as no. 51 is marked off by an aM-o from no. 17. So far 
as the page layout goes, there is no objection to taking no. 18 as an addendum to no. 17. 


1 Winnington-Ingram (1955), 80. 

2 West 1 (1992), 14, following Stephanie West’s re-examination of the original. 

3 Schubart (1918), 764,768. 

4 Abert (1919), 325. 

5 Wagner (1955), 115; Gombosi (1939), 135. 

6 Pighi (1943), 225 f., 242 pi. 


No. 19 HYMN TO ASCLEPIUS 


tfo. 19 


EPIDAURUS , SEG 30. 390 (Hymn to Asclepius) 


Hellenistic? 










~ * j 


FIG. 14: Hymn to Asclepius 


]EN AZOE A ENAO[ 

1 ]ov deicopev 

2 ] dvOpdmotciv 

3 * ArcoXWIvi kVoxoxo^coi 

4 ]©c 5e c daicco 

5 E7u,cxa]pev(DC KaxaX,e^at 

6 ]iot> dytaxd xekvcx, 

7 ]c upvoc doibflc 

8 ]xov 5e cor px[op 


lOUVEKa 7C| 


Notation A West (1986), 41, A lapis 0 Solomon (1985), 170, © lapis O [ West (1986), 41, E [ Mitsos 
(1980), 214. 

Text 1 Gelov Mitsos (1980), 212, * AckXtituIov West (1986), 40 3, 5 suppl. Mitsos (1980), 212. 


’ Ac-K>,ri-7tr] - ov a - er - cco - pev 


This fragment of a hymn was discovered in the precinct of Asclepius at Epidaurus in 1977 
and published by M. T. Mitsos. 1 S. Bonefas has argued that it is part of the same inscription as 
IG 4 2 (1). 135. It was inscribed in the late third century AD, but as with other verse inscriptions 
from the site, the composition may be several centuries older; the notes appear to come from a 
chromatic scale, which is a pointer to a Hellenistic rather than a later date. 

The hymn was clearly in hexameters. The fact that musical notation appears only over the 
first line suggests that the same melody served for every line, possibly a traditional procedure in 
singing hexameters. 2 After the notes for the last two feet of the verse comes a A, which must be 
taken as a diseme leimma, not a note, and then (at least) four more notes, which may represent a 
figure played on the accompanying instrument before the next line was sung. 

With the two small emendations adopted, the notes fit neatly into two conjunct chromatic te- 
trachords, from Hypate to Nete synemmenon in the Hyperionian scale. 

1 Mitsos (1980), cf. SEG 30, 1980, no. 390; Solomon (1985); West (1986); Bonefas (1989); Wagman (1994), 3 
fr A, 226. 

2 Cf. West (1986), 43 f. 



/ 
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No* 20 DELPHI INV. 517, 526, 494, 499 128/7 BC 

(Paean of Athenaios) 


Col. i/ii [. ]eicxov0Eovo£[ .I . Jrjvatoc 


Col. i 


[ ]M I M Y M 

1 [.]cp(ovaPa0\)5£v8povaUa 

[ ] © I M I M Y M [ ] 

2 [.] c e[ # J (3 p o p o v o v 0 x> y a t p e c £ v a) X [. ] 


© ! [ ] © I Ml M YM Y 

3 itoXexecDvopa^ovivacpoioipovffitSaelJ 

MF O Y F© U'hU 

4 ctp.eA\i/T|xexp'oceoKO|xavocava8iKOp'ov 

© U © [ ] M ©I M Y [ ] 

5 Pot7tapvacci5ocTaac587i8tepace8pavajj.[ ] 

YM YMI0|©rU^r 

6 yaKUxaieic5e£X(picuvicacTaU5oc 

U 0 T A M 

7 £0'Du8po'Dvajiocx£7tivi.cexav6eX(povava 

Y M I © I M <D 

8 [. .] co to v a p. a oc v x e i e t o v e (p e jc © v 7X a y o v 


Notation 1 ]M on the photo and squeeze: Belis (1992), 55, 58, pi. V 1-2, ]© Reinach (1909-13), 154 3 \ West, 

? Pohlmann (1970), 58, Belis (1992), 55, 59 5 [ ] M lapis, j M Belis (1992), 60, supposing that I belongs to 

the second syllable of xaac M and © above 8e and xe lapis, shifted back to ac and tie by West (1968), 176. 



Col. i/ii [Ilcxidv Kai \m6p%rip,<x] etc xov 0eov 6 efroiycev | 5 A0]rivatoc. 



Text Title: [Ilauxv Kai UTtopxTiiia] Pohlmann (1970), 58 6 e[7t6ricev \ A0]rivaioc (’ AOnvaiou) Belis (1992), 

53 f. 

Supplements to 2-24: Weil (1893), 574-77, (1894), 361 and Reinach (1909-13), 152 f., supplements to 23-6: Cru- 
sius (1894), 33. 

1 [KekVdO’ 'EX-ucltova Crusius (1894), 40 f., 'EX.r]K©va Pohlmann (1970), 58, [npopoXeB’ 'EXiKlwva West 1 
(1992), 6, ' EXtK](p( 0 va Belis (1992), 58 2 Aioc] e[pij- Reinach (1909-13), 152, Aiolc e[pi]- Belis (1992), 55,58. 
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64 


[ ] r u ^ u [ ] 

9 [. jKXDTafieYaUitoUcaGeuEDxaiei 

[ ] K A M O K A K T U U [ ] 

10 [Jci(p£po7cXoiovaio\)caTpiTO)(ovi8oc5a[J \ 

© r m rBrAKroMr 

11 SovaGpa'ocTovayioicSePcop.OiOLCiva 

K M A K A M AMO K 

12 (paiCTOcai£i0e <i> vecovpripaTao'opcovop.oi) 

A T M U © I © T ©YOMAM 

13 oa)5evivapa\|/aT|xocecfo"]X,po‘l|X7tovavaKi5v[J 

OYO MAMAKAMA 

14 xaUiY^SeXoxoocppEnwvaEioXoioicijLlJ 

MYOMAM TAKTM[] 

15 X e c i v a) i 5 a a v k p e k £ t, % p a) c e a 8 a 8 d 0 p o t) f. . J 

KAMO YOMAMO(DU[ ] j 

16 0apicx)pvotcivavap.£X7C£Taio8e[.] 1 

| 

Vv 

X 

t£ 

& 

J 

f 

\t\ 

f 


Notation 9 [ ] above v, [©] Reinach (1909-13), 157, [T] Belis (1992), 64 10 K or M West, K or \ Reinach 

(1909—13), 154, Belis (1992), 55, 65 11 O lapis, © Jan (1899), 15 12 A above -0e<i> lapis, omitted by Belis 

(1992), 64 14 last A Belis (1992), 66, on the squeeze and an old photo, A Pohlmann (1970), 60 15 Above [ ] 

[f] Reinach (1909-13), 157 16 K lapis, Belis (1992), 64, f erroneously Belis (1992), 55. 



Text 9-10 euxaiel [iclv Weil (1893), 576, Euxoaet I [c]cl Reinach (1909-13), 154: ‘par inadvertance’, Belis 
(1992), 65 12 aieiGe lapis, aiei0£<i> Weil (1893), 576 13 P'Ol X. pul prcov Weil (1893), 578, ‘uX.opjtov lapis 

16-17 [0] | [eMploiv Weil (1893L 577, t[e%vl] | [x]o)wv Weil (1894), 361 comparing no. 21. 20-1, [te%vi] | [t]o)©v 
Reinach (1909-13), 152, [texvi] [ tcocov Pohlmann (1970), 60, [texvi] I xtocov Belis (1992), 73. 
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r u 0 r ^ u [ ] 

17 t (0 (o v k p o 7t a c e c \i o c a 0 0 1 5 a X a % to [.] 

Col. ii 

[ ] e r ^ u ^ r [ ] 

18 [ J £ e lk Xx> to v n a 1 5 a \i e y a X o x> [.] 

lyiieru^u^r u [ ] 

19 [, J p a k p o v i (p r) x o v 8 e n a y o v a a p, [.] 

[ ] rb 13 AT U T [ ] 

20 [ J \> % a c i 0 v a x o i o i c n p o <p a i v e i [ ] 

M Y M I M I © r ©[ ] 

21 , Juio5a|iavT6iEiov(Dcei£i[. ] 

[]0^rU^UcDU[ ] 

22 [. Jo'OO'opeieiSpaKovoTexef. . 

I 0 T ^ U [ ] 

23 [.l.^incacaioXoveUKTavl ] 

[ ] I © M I © T /h [ ] 

24 [J a co x> p i y pa 0 11 e i c a 0 to n e [.] 

[ ] U * X rh U [ ] 

25 [. .] 5 e y a X a x a a v a p t\ c [ . ] 

[ ] I © r rh [ ] 

26 [ J v £ k e p a a c a c e n x [.] 


Notation 19 M Belis (1992), 74 20 A lapis, Belis (1992), 74, pi. VI 1-2, pff] Reinach (1909-13), 155, West 
2 (1992), 291 22 © Belis (1992), 74 23 O lapis, O Jan (1895), 434, West 1 (1992), 7: the mason has acciden¬ 
tally put the missing dot into the first O of -odod- (line 22). 




[dyX,at] - Cpi kXa) - xov Ttat - 8a pe - yd - Xox> [ Aioc* ] 



p£i - ei 5pd-KQ)v, 6 - xe xe - [koc Fade ccjze- cx]t| - rj-cac, ai- 



a>c] 5 e Ta - tax - xa - av a - pt|c [(3dp(3apoc, xdv8' oc £7ti yaia]v kne- 



pa - ac’ d - cetc - x[(oc, %iovoc <bX.e0’ x>y - paic x oa ^ c - 


Text 17 Xaxtcov] Reinach (1909-13), 152, Xaxwtv] Pohlmann (1970), 60, Belis (1992), 73 17-18 [Ki0a|pi]cei 
or Kei Reinach (1909-13), 155, [dyXa|iKei West 1 (1992), 6 f. 18 muxov Reinach (1909-13), 155, kXdtov 
Colin (1909-13), 155, Belis (1992), 74 18-19 [Aioc* | coi yap e|jto]p’ West 1 (1992), 7, [Aioc upvouci ce | 

7ca]p’Reinach (1909-13), 152 20 [o]u Belis (1992), 56, 74, West 1 (1992), 7, [o]c Pohlmann (1970), 60, [oc] 

Reinach (1909-13), 153 21 ei-eHX.ee, Belis (1992), 74, ei-e[iX.ec, exOpoc ov Reinach (1909-13), 153, ov 

peyac Diggle (1984), 71 22-3te[koc Taac d7te|cx]r|Ticac West 1 (1992), 7, xteoici (3eX,eciv e|xp]r|r|cac Rein¬ 
ach (1909-13), 153, 155, xe[ and ]ytpicac or better ]vr|T|cac Belis (1992), 74 23^7a)Kjv]a West 1 (1992), 7, 

cox* |v]a Reinach (1909-13), 153 25 [dbc] 8e Reinach (1909-13),153; cf. 1. 21 26-7dce7tt[o)c, xubvoc ©Xe0’ 

bypaic |3oX.|ai]c Pohlmann (1976), 60, xo|ai]c West 1 (1992), 8. 
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[ ]<?> u ^ r [ 

27 [, JcaUicoyeevvavI 

[ ] U * [ 

28 [. J v 0 a X o c <p t X o p [ 

[ ] * r U [ 

29 [. J e 8 a a p o t o Xo t [ 

[ 1 * U ?[ 

30 [. JpCOVECpOpof 

[ ] * U[ 

31 [. .] x e o v k [ 

[ ] U[ 

32 [. J s v a i k [ 

[ ]U [ 

33 [.] v 0 n [ 

[ ]?[ 

34 [ 


Fr. 3 ] T [ Fr. 4 

1 ] a 7t e [ 

] [ 

2 ] p a x [ 

]U *[ 

3 ] O C 13 [ 


Notation 27 <?> Belis (1992), 79: a note is wanted at the beginning of the epilogue X5 Reinach (1909-13), 
153, Belis (1992), 79, Q. Pohlmann (1970), 60: a misprint 29 'h on 5a shifted to ap by West 30 ? Belis (1992), 
78 31 U Belis (1992), 80, fp Pohlmann (1970), 62 32 U Belis (1992), 80, U Pohlmann (1970), 62 33 U 

Reinach (1909-13), 153, Belis (1992), 80 34 ? Belis (1992), 80. 

Fr. 3 Notation 3 >K Belis (1992), 81. 


1 ] . a . o [ 

]© r [ 

2 ]uvao[ 

]U <D[ 

3 ] t e v [ 



29 






[ 4 Je 5ot-a - pot- o Xot - [yov 
30 


f E j P 


3e 


[_]p(ov e-(po-po[ 


p ill, - V -f- 

_ m. _ 



1 1 = 





[Jv - 0T| 



Text 27 caXXtco, notcaX.auo lapis, -c. 6lX icb Crusius (1894), 37 28 ]v and p[ Belis (1992), 79-80, cpiAo- 
ptaxov Crusius (1894), 38 29 ]e Reinach (1909-13), 153, ]c Belis (1992), 80 (metrically impossible) Xo\[ 

Pohlmann (1970), 62, Xot Belis (1992), 80, Xo[tyov Crusius (1894), 38 30 ecpopot or eq>opq>[ (metrically impos¬ 
sible) Belis (1992), 80, exOlpwv e<pop[pdv Crusius (1894), 38. 

Fr. 3 Text 1 locne Reinach (1909-13), 155, Belis (1992), 81, }ne Pohlmann (1970), 62 3 ]oct>[ Belis (1992), 
81, Jt]pocx[ Reinach (1909-13), 155, ] oc.[ Pohlmann (1970), 62. 

Fr. 4 Text 1 ] a o[Belis (1992), 82, ]at..[ Reinach (1909-13), 156 2 hi- or tci- Reinach (1909-13), 156, 

]xt- Belis (1992), 82 3 ]xev[ Belis (1992), 82, ] .ev[ Pohlmann (1970), 62, ]ev[ Reinach (1909-13), 156. 













70 III. Late Hellenistic inscriptions from sanctuaries 

On the south outer wall of the Athenian treasury at Delphi, among festival decrees concerning 
the Athenian Pythaides of the years 138/7, 128/7, 106/5 and 97/6 BC, 1 are two metrical inscrip¬ 
tions with musical notation: a pair of Paeans to Apollo, represented by sixteen fragments. The 
allocation of fragments is facilitated by the fact that one group has vocal notation, the other in¬ 
strumental. 2 After an initial unsuccessful attempt 3 it proved possible to establish the fragments’ 
positions in the wall. 4 The larger ones could be combined in two blocks, each with two columns 
of text, and these are now on display in the Delphi Museum. In this reconstruction, however, 
fragments 3 and 4 of no. 20 and fragments f, g, h of no. 21 remained unplaced. Th. Reinach’s 
version of the two Paeans may be found in many collections. 5 

Many of the older editors’ readings can no longer be verified. This may be put down to dam¬ 
age in transport, especially affecting the edges of the stone. 6 The surviving fragments are, 
moreover, badly sintered in places. This means that the early drawings, squeezes, and photos 
cannot be disregarded even when we have the stones. For his final edition Reinach made use of 
the originals together with the other materials. 7 He took account of all the fragments and pro¬ 
vided photographs of them all from squeezes. 8 As his apparatus indicates, many of his readings 
could even then not be confirmed on the originals by M. G. Colin. Half of fragment e had disap¬ 
peared. 9 

E. Pohlmann examined the inscriptions in situ in 1968. A search for fragments 3, 4, f, g, h in 
the magazines proved fruitless. However, the fragments in the Museum had recently been 
cleaned and rejoined, and this made it possible to correct many of Reinach’s readings, especially 
at the edges. On this basis, and with regard to the older material mentioned above, he published a 
revised text of the Delphic Paeans in 1970. 10 

In 1992 A. Belis re-edited them using additional evidence. 11 She was able to consult photo¬ 
graphs taken when the fragments were first unearthed (PI. Ill, IV); she rediscovered the missing 
fragments 3, 4, f, g, h; and she had the most up-to-date photographic techniques at her disposal. 
This enabled her to win new readings in the text and in the musical notation. 12 All the fragments 
are presented in drawings and many photos of originals and squeezes, with detailed commentary. 
Unfortunately, there are discrepancies between drawings, transcriptions, and commentary. But it 
is always possible to give a reliable text by comparing the commentary with the photos of the 
stones. 


1 FdD III 2, 1909-13, nos. 11,47, 49,48. 

2 FdD III no. 137, vocal notation: fragments B (Inv. no. 517), A (Inv. no. 526), 3 (Inv. no. 494), 4 (Inv. no. 
499); no. 138, instrumental notation: fragments A (Inv. no. 489), B (Inv. no. 1461), C (Inv. no. 1591), D (Inv. no. 
209), a (Inv. no. 212), b + c (Inv. no. 226), d + e (Inv. no. 225), f (Inv. no.224), g (Inv. no. 215), h (Inv. no. 214). 

3 Weil (1893); Reinach (1893); Crusius (1894). 

4 Weil (1894); Reinach (1894). A drawing FdD II1, 3; 1933, Taf. B und C, FdD III 2, Text 158, Planches XVI. 

5 Jan (1895); 432^49; (1899), 8-34; Smyth (1900), 529-38; Fairbanks (1900), 119-39; Diehl (1925), 303-9; 
Powell (1925), 141-59; Reinach (1926), 177-92; Del Grande (1960), 450-61; Oki (1979), 12-34; Chailley (1979), 
154-66. 

6 FdD III 2,109-13, p. III. 

7 Reinach (1909-13), 148, 150 ff., 158 ff. 

8 Reinach (1909-13), 147-69, FdD III 2 Planches X. 

9 Reinach (1909-13), 158 erroneously: ‘Le petit morceau e est perdu’. 

10 Pohlmann (1970), no. 19-20, pp. 58-76. 

11 Belis (1992). 

12 Belis (1992), 24, 25. 


No. 20 ATHENAIOS, PAEAN 71 

Reinach had printed no. 20. 1-24 and no. 21. 1-27 and 31—40 with continuous supplements. 1 
This is defensible, as the language is so formulaic and the structure of the two Paeans so similar 
(see below) that a restoration in one poem can often be supported by a parallel in the other. M. L. 
West in 1992 proposed alternative supplements for several problematic passages, and published 
transcriptions of the Paeans with a commentary on the music. 2 Our present transcriptions include 
supplements exempli gratia. 

The author and the date of performance of the Paean with instrumental notation (no. 21) are 
known from the heading and the associated decree: Limenios, son of Thoinos, an Athenian, 
member of the artists’ guild known as the Technitai, composed the Paean for the Pythais of the 
year 128/7, making honourable mention in the text (lines 20 f.) of the great choir of the Technitai 
that was to perform it. 3 

The heading of the other Paean, the one with vocal notation (no. 20), is damaged. Above the 
left-hand column can be seen 0eov 6 etTtorjce, and above the right-hand one ’ AOItivcxioc. The 
lettering links this Paean with that of Limenios from 128/7 BC, without excluding the possibility 
that it was composed for the Pythais of ten years earlier. 4 Again the singers are mentioned in the 
poem (no. 20. 16 f.; admittedly the key word [Te%vr]|T(o©v is restored). But in the Pythais of 
138/7 the Technitai were not yet participating; there was only a boy’s choir with its choirmasters 
Elpinikos and Kleon, and this can hardly have performed a Paean of the Technitai. 5 

If one looks for clues in the festival decrees for the Pythais of 128/7, which are explicit to a 
provincial degree, one finds the boys’ choir again, 6 then a list of the choristers of the Technitai, 
introduced as roue dacopevooc tov naiava, and finally a reference to aKpocxpaxa of the 
Technitai, which may have included a further Paean. Other named participants are instrumental 
and vocal soloists, actors, and the three directors of the boys’ choir, Elpinikos, Kleon, and Phil- 
ion, two of whom had already performed this function in 138/7. 7 There is no mention of a second 
Paean. 

The uncertainty has been resolved by A. Belis. She recognized that the author of no. 20 was 
one * AOfjvaioc ’ AOTivaiou, who is mentioned in the same decree as Limenios, the author of 
no. 21. 8 It is his name that is to be read in the heading of the Paean, and not the ethnic ’A0rr 
vaioc. Belis was also able to show that the lacuna in the heading had room for no more than 
eight letters. 9 

This not only establishes the identity of the author of the hitherto anonymous Paean as 
Athenaios, son of Athenaios, but also fixes the date of the composition as 128/7. It is, to be sure, 
not clear which of the two Paeans is referred to in the decree in question, but the 8e in the head¬ 
ing to no. 21 is now easier to understand: it implies a connection with no. 20, inscribed immedi¬ 
ately above. Colin and G. Daux had already guessed that the two poems belonged to the same 


1 Reinach (1909-13), 152 f., 160-2. 

2 West 1 (1992), 6 - 8 ,2 (1992), 288-301. 

3 The identity of the author was recognized by Colin (1909-13), 332 n. 1, (1913) 529-32, from the decree FdD 
III 2 no. 47. 22. For the historical context see Daux (1936), 521 ff, 584 ff., 708 ff. 

4 Reinach (1909-13), 148 and n. 1 (Colin). For different letter-cutters see Schroder (1999), 70. 

5 Cf. Sifakis (1967), 90. For the boys’ choir see FdD III 2 no. 11,3 f.; 20 ff. 

6 FdD III 2 no. 12, 3. 

7 FdD III 2 no. 47, 9 ff.; 20 ff.; 28 f. 

8 FdD III 2 no. 47, 19. 

9 Belis (1992), 48 f., 53 f. 
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year. Recently, St. Schroder, after careful study of all relevant arguments, proposed a dating of 
Limenios’ Paean (no. 21) to 106/5, in spite of hitherto unsolved epigraphical problems. 1 

Two features of the notation link the Paeans with the older musical fragments. 2 Firstly, many 
syllables carry no note-symbols; it is to be assumed in such cases that the preceding note is re¬ 
peated. The later practice was to write out repeated notes. Two apparent exceptions at no. 21. 12 
f., 21 prove the rule, for there a fresh start is made on a new line or after paragraphos. Secondly 
it is to be observed that long syllables are often furnished with two notes which are not linked by 
a slur (utpev) as in the later fragments, 3 and in such cases the vowel or diphthong is doubled or 
prolonged in the text. Occasionally the vowel is doubled but the second note-symbol is missing 
(nos. 20. 5?, 21. 26). It is noteworthy that in the closing Prosodion of Limenios’ Paean (no. 21. 
33-40) there is no division of long syllables between notes; it was evidently less appropriate to 
the isosyllabic Aeolic metre of that portion. 4 

In both Paeans the word accents are carefully followed in the melodic line. Only once in each 
poem is an unaccented syllable set to a higher note than the accented syllable of the same word: 
no. 20. 10 (pepoTcA-oio, and no. 21. 2 SiKopucpov. Once a 5e is higher than the following ac¬ 
cented syllable (21. 10); and in Gvaxoioic (20. 20), unless the stonecutter has made an error, the 
circumflex is set on a rising interval. 

As there is no rhythmical notation (something that had existed long before, cf. nos. 3, 11, 12, 
14-16), it is to be assumed that the rhythm corresponds to the metre. There is no ground for 
pressing the cretics used in both Paeans into 6/8 measure, as E. Martin wished to do, 5 even if 
Aristoxenus does know of six-mora ‘cretics’ (with a triseme long) in iambic metre. 6 The same 
applies to the Prosodion of Limenios’ Paean, which scholars have transcribed in 12/8 7 or 3/4 
time 8 with irrational longs, or in 2/4 time with super-longs. 9 As there is no indication of a rhyth- 
mization that diverges from the metrical pattern, we should simply convert the metrical quanti¬ 
ties into monoseme or diseme note-values. 

Athenaios’ Paean remained unsupplemented in Reinach’s version after line 24. O. Crusius 
tried to make use of the small frs. 3 and 4 to supplement lines 27-9; but then he erroneously 
placed fragment b in lines 32 f., although its instrumental notation shows that it belongs to Li¬ 
menios’ poem. Even with regard to content his suggestions are problematic, as he followed the 
first editors in placing fr. A (= col. ii), with the Gauls’ invasion and the prayers, before fr. B (= 
col. i) with the invocation of the Muses. 10 P. W. Moens supplemented lines 25-33 without using 
frs. 3 and 4, but made the last portion (27-33) into a Prosodion in glyconics, despite two exam¬ 
ples of vowels divided between notes. 11 Supplementation of the text, taken by Reinach to line 24, 


1 Colin (1913), 531 no. 1; Daux (1936), 725; Schroder (1999), 65-75, but see 73 f. 

2 Cf. nos. 3-6; 8-16. 

3 The first example is no. 22. 6 . 

4 Reinach (1909-13), 160; Koster (1936), 169. The earlier Paean to Apollo by Aristonoos, which is also pre¬ 
served as a Delphic inscription ( FdD III 2 no. 191; Diehl (1925), 297-300; Powell (1925), 162-4; cf. West (1982), 
141), uses the same metres as Limenios’ Prosodion. 

5 Martin (1953), 27-35; but see Wagner (1955), 214. 

6 Pearson (1990), 37 f. 

7 Reinach (1909-13), 169. 

8 Doutzaris (1934), 344 f. 

9 Martin (1953), 77 f. 

10 Cf. p. 70 n. 3. 

11 Moens (1930), 48-56; cf. above n. 4 and no. 20, lines 27 yeevvav, 29 Saapoto. 


can in fact be extended to 25 with Crusius’ proposals, and for 26 we have the wording of Li¬ 
menios (line 33) to guide us. The rest (27-33), however, must remain lacunose, since fragments 
3 and 4 still cannot be placed. It is at least certain that aXX Leo in 27 begins a new section; com¬ 
pare the new starts with cxM.d in Limenios, 21 and 26. An apparent address to Apollo (27 f.) and 
the mention of a 8apoc (29) indicate that this Paean, like that of Limenios (33^10), concluded 
with a prayer, probably for Athens and Roman rule. As the cretic rhythm continues, the section 
should perhaps be considered as a Hyporchema rather than a Prosodion. 1 This possibility may be 
borne in mind in restoring the heading. 2 

Tonally Athenaios’ Paean presents a varied picture, with the notes F (e/) 9 Q (g), Y (a/), O ( b ), 
M (O, A ( d(\ K (d'\ I (< d '), © (<?/), T (T), B feO, U (g')> (a/), X (a). The notation is Phry¬ 

gian and Hyperphrygian. In the two lowest tetrachords, Lichanos is avoided, giving an archaic 
pentatonic effect: [d\ e/,g\g a(c (= Mese). 3 Above Mese there is modulation between a conjunct 
chromatic tetrachord (M A K T - c d( d' /'), continued upwards to B (g/), and a disjunct 
diatonic one (I 0 TU - d' e( f g'), continued upwards with the two inner notes of another 
chromatic tetrachord (<t> X - a[ a'). In addition we find the exharmonic note O = b, a semitone 
below Mese. As Reinach remarked, 4 modulations of key and register are closely connected in 
both Paeans with the sectioning of the text. 5 

This sectioning finds expression also in physical layout, content, and metre. Both Paeans are 
incised in wide columns without colometry, 6 but with clear indication of the aforesaid sections. 
In Athenaios the ending of the first section at Ttcxyov (8) is marked by brevis in longo 1 and by 
line-break. This section employs the Phrygian scale ei g ai c d' (I) e( f g a/, consistently 
avoiding b{ (cf. above). A dj, at line 7, from the (Hyperphrygian) conjunct tetrachord, prepares us 
for the next section (9-16). Here the notes used are ai> b c d( d’ (K) d' (I) e( f g a(. The d’ (I) 
and e( (©) still recall the earlier Phrygian, but the prevailing key is now Hyperphrygian with the 
chromatic tetrachord c df d' (K) /', corroborated by the gi of line 11 (Trite synemmenon) and 
chromaticized further by the ten times repeated accidental b, for which R. P. Winnington-Ingram 
compared similar phenomena in other musical texts. 8 This section is marked off by hiatus at 
dvap.£X 7 t£Tcu. A third section ends at line 24 with the death of the Python serpent; here the loss 
of the end of the line deprives us of any palpable sign of the division. This portion uses the notes 
familiar from the first section ( e( g ai c d' (I) e( f g a/). Again there is a Hyperphrygian dj 
(20), and also an accidental b (23) which recalls the tonality of the second section. 

In the damaged ending of the Paean (25-34) the beginning of the prayers is clearly marked by 
dXX Itb (27). But the continuation of the cretic metre is matched by the maintenance of the same 
tonality. In lines 25-34 (and the fragments 3 and 4, which probably belong here) we find the 
notes g d' <?/ f g a( a —again a segment from the Phrygian scale, with a chromatic pyknon 
appearing at the top end. Obviously, form and content are closely connected, as in Limenios’ 
Paean (see no. 21). 


1 Crusius (1894), 61; Fairbanks (1900), 55, 66, 91, 125; Koster (1936), 210. 

2 Pohlmann (1970), 58; Belis (1992), 54. 

3 Winnington-Ingram (1936), 24, 33-5, compared the old Spondeion scale; cf. ibid. 35-8 on Limenios. 

4 Reinach (1909-13), 150 f., cf. ibid. 154 f., 159, 164 f. on Limenios. 

5 Hagel (2000). 

6 Col. i: 43.8 cm., col. ii: 44.8 cm.; see Belis (1992), 49 and below p. 85 n. 1. 

7 If [fiv] is rightly restored in line 9. 

8 Winnington-Ingram (1936), 33, 34 and n. 2, 40 and n. 1,41 and nn. 2 f. 











74 


III. Late Hellenistic inscriptions from sanctuaries 


No. 21 


DELPHI INV. 489, 1461, 1591, 209,212,226, 225, 224,215, 214 128/7 BC 

(Paean of Limenios) 


Col. i/ii [, Jiav8eKauc[ _ ]8ioveicT[ ]iHCe[ 


.] vXi\it) vi [, . J o ivo [. ] 


Col. i 


u u c < C [ ] C [ ] 

V'C6itiTiiXecKOJtov'caav6e)tap[.. _]av[... ] 

<C<U<(j<C y [ ]<[ ] 

8iKoptMpovK7.eieiTX>v\)|xv(oo)VKa[. ] ^ [. ] 

[ ] U I V < V [ ]o LJ[ ] 

iuepi8ecaivi(popoXoDCJtetpacvaie0[. .]ko)vi8[. J 

u uu C <CUC[] U 

(ie^ieieSeiujOiovx [Jvc£OxaiTavE[, ,]Tovei)7\)pav 

Uuuc < C[ ]<CU 

(|>oiPovovExiKT£l.at(i)paKaipaita[.] k Jivxa i 

I V < V < U[ ]? 

XepciyXavKa [Jc sXaiacOixoDoucI, ]c 

C [ ] 

e p i 6 a [ ] 


Notation 1 C Reinach (1909-13), 164, ? Belis (1992), 89 2Cu Reinach (1909-13), 160, F Bells (1992) 
89 3 [ ] U Pohlmann (1970), 68, [??I]U Belis (1992), 87, 89 U Belis (1992), 89, pi. Ill 2 4 < Belis 

(1992), 89 5 < or V Belis (1992), 89 f., < Reinach (1909-13), 160 6 U Belis (1992), 90, U Reinach (1909-13) 
160 ?: perhaps < Belis (1992), 90 7 C Reinach (1909-13), 160, C or < Belis (1992), 90. 
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Text Title: [. Jv av SeKai7c[_]8xov£icx[ col. I. ]nce[ fr. h . Jv^ip/ryvit Joivo col. II [jta]uxv 8e Kai 

7i[o06]5iov (or 7r[poc6]8iov) etc x[ov Geov 6 E7to]nc£[v Reinach (1909-13), 163 Kai 7tpoceKi0dpL|ce]v Aipri- 
vifoc 0]oivo[\) ’ AGrivatoc] Colin (1909-13), 332 n. 1. 

Supplements to 1-27, 29-40 Weil (1894), 349, 352, 355 f. and Reinach (1909-13), 160-2. 

1 it Belis (1992), 88, [ M I]x Reinach (1909-13), 160 xaav 8 E 7 iap Belis (1992), 88 f., xaav[ 8 ]e 7 ca[p Reinach 
(1*909-13), 160 ]av[ fr. h 2 ]%[ fr. h and a kcx[ and ]*[ Belis (1992), 87, 89, k[ and ]%[ Reinach (1909-13), 160 
3 7CE- Pohlmann (1970), 68, tie- Belis (1992), 89 A%[p]v Belis (1992), 89, x[p]o Reinach (1909-13), 160 6 c[ 

Belis (1992), 90, c[ Pohlmann (1970), 68. 
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C T[ ]? CU < C < *[ ] 

8 rc a a [. . , J a 0 rjc e n o X o c o v p a v i o c [. ] 

[ ]<UTU< C U [ ]< 

9 [.] ri v e ji o\) c8 ec x e v a i 0 ri r| p a e [.]eic 

[ ] r c * k r *U[ ] C 

19 [. Jopo'DcXri^eSepap'Dppopovvri'flt.]ei 

< * < U [ ] U 

11 5pTj8epe7ac©KEavoc oc7tepi^Y[ ] k a 


< cue 

12 katcaapTcexei. 

- C * < CUC r K [ ]<[] 

13 tot£UjuoYKV\)v0iawaacov£7[[. ] c 7t p © [. J 

K * < C ^ C U C U[ ]?< C [ ] C 

14 KCX <a> p7tOYKX,DTavaTf0~]i5£7tLY'a'a X[ .]tpiT(Dfflvi8oc 


Notation 8 C I" Belis (1992), 94, f Pohlmann (1970), 68 ? Belis (1992), 85,93 9 V lapis: |"C] Reinach 

(1909-13), 164 U above cxe- Weil (1894), 351, Reinach (1909-13), 164, Belis (1992), 95 10 U Belis 

(1992), 95 C Reinach (1909-13), 164, < Belis (1992), 95 13 K Belis (1992), 99, C Reinach (1909-13), 164 

14 C U Reinach (1909-13), 161, Belis (1992), 98, U Belis (1992), 85 ?: * or K Belis (1992), 100. 
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Text 8 ncxatc Belis (1992), 85,93 9 ae[Micoc»v Weil (1894), 351, e or n Reinach (1909-13), 164, Belis 

(1992), 94 10 vTirit Belis (1992), 95, Nriritpecoc Weil (1894), 351 13 ]cnpco[ fr. f 14 ica<a>pno- and 

aTf0]ib Reinach (1909-13), 164, Kap7io-and axoi[o]8 lapis y'a'a'k- Reinach (1909-13), 164: 'a' linked with 
the note C which belongs to a xpixtocoviSoc fr. f, g and C. 
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C<D<VIV < V [ ]<[] [] 


15 |t£Xutvoov5Eli|l\)ca\)6ayx e ©[.]jiev[J 

U C C C UD [ ] 

16 8£i£iavojta}i£iyv\)^EVocaiEioX[.].[. . % J 

[]U<UC U D U C [ ] 

17 [Jn.aSiax£|a7t£TpOKaTOiKT)TOcax[.JoSeyeya 

LI < U < K^<CUCU[ ] ^ K 

18 0ouvo©i5£5aiievocaajippoxa'v'5i[. ] v a v 0 co © v 

¥ < :* < ? c u< c u c[ ] C 

19 8Keivaca7tapxac7tair|ovaKiKA,T|icK[.]A,aoca'yx[J 

KL C[ ]¥<C= 

20 x6ova)VTi5ePaKxo / O|X£Yac0Dpco7tA.ri[.]£pocx£xvi 

ucu<i=u c r r [ ] 

21 XO)tOV£VOlKOOC7IO^ElK£KpOJUai — aX[ .](oi5ov 


Notation 15 D Colin (1909-13), 164, Pohlmann (1970), 70, Belis (1992), 100, C Reinach (1909-13), 164 ]<[ 

fr. f, B&is (1992), 100 16 C C Reinach (1909-13), 161, Belis (1992), 98, C Belis (1992), 85 U Pohlmann 

(1970), 70, u Belis (1992), 100: [f"l] u lapis 19 ^ Belis (1992), 105 ? Belis (1992), 85, 104 t= Pohlmann 
(1970), 70, C or T Belis (1992), 105 20 L Reinach (1909-13),161, Belis (1992), 104, U Belis (1992), 85 C 

Pohlmann (1970), 72, II Reinach (1909-13), 165 (‘presque l’aspect d’un carre’) 21 < Pohlmann (1970), 72: 
[C] < lapis T Belis (1992), 106, C Reinach (1909-13), 161. 



|i£ - Xi -Ttvo -ov 8 e At-fPuc at) - 8ay x £ ”®[v Xcooxoc a -ve heXJtcev [a] 
6 _ , 


Sst-Et-av o - 7ia \iei~ yv\>- p,E- voc ai-Ei - o?i-[oi,c KtOdpioc] 
17 



Xod pi - yac Gup - co - 7tXfi[2; scpoc i] - £ - poc xe - %vi - xco-cov ev -oi- 


KO-OC 7CO-XEI Ke - Kpo- td *at. 


Text 15 ]tcev[ fr. g 16 Set- Reinach (1909-13), 164, 8ei- Belis (1992), 98 ].[ Belis (1992), 100: o or p 

17 loSeyeya Belis (1992), 105, pi. Ill 2, iSeycyot Reinach (1909-13), 161 18 V lapis, Reinach (1909-13), 164 

8i-Reinach (1909-13), 161,8(p- Belis (1992), 105 19 X]aoc a[x>xo-] Reinach (1909-13), 161, ]taxoc aoxto-] 

Belis (1992), 105 21 aX[ Pdhlmann (1970), 72, Belis (1992), 106, d[Ud Reinach (1909-13), 161. 
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uccuclc u[ ] r 

22 oce%eteiCTpi7to5a paiveici0eocxip[.] a p v a a 

N C U < C T C<V ] V <[ ] 

23 ciav5evpa5a(pUEv0eova[upinXoK[.] v © to [. J 

0 U C C C u [ ] 

24 8a(pvacK^a5ov7cXe^afiEvocaa7c[ ] 

FCUCF D O C [ ] 

25 aa}xppoTai%eipiC'op©vava^Y[.] 

C F C C U [ ] 

26 Kopai — anaXaaxoDCEpaToyXl ] 

^ * U [ ] N < C [ ] 

27 [. JfutaiSayal, Jte^e(pvecioico[ ] 


Col. II 

U C U < C [ 

28 TcoGovecxepatpoc [ 

U < CUT C C[ 

29 0ijiipaKax£KT[Jcoc[ 

[ ]U < C U[ ] C[ 

30 [J'O'upiYRarcet. # J cd v [ 

Notation 22 U < Belis (1992), 104, 106, pi. VIII1-2, C < C Reinach (1909-13), 161 L lapis, fUTj Reinach 
(1909-13), 165 U or C Reinach (1909-13), 165 r Belis (1992), 106, pi. Ill 2, C Belis (1992), 85, r Pohlmann 
(1970), 72 23 N Pohlmann (1970), 72, Belis (1992), 106, pi. VIII 1-2, C Reinach (1909-13), 165, V Colin 
(1909-13), 165, cf. line 27, see p. 84 V on -t&ok- and -vco- Reinach (1909-13), 161, Belis (1992), 113, Y lapis 
V < Belis (1992), 113, pi. Ill 2, V < Pohlmann (1970), 72 24 C Pohlmann, C Reinach (1909—13), 161, F or r 

Belis (1992), 113, pi. VIII1-2: [I] C lapis 26 C C lapis, cf. Belis (1992), 112, pi. VIII 1, fT"| C Reinach (1909- 
13), 161, Belis (1992), 113 LI (or alternatively C) shifted by West 2 (1992), 298 over second syllable of ka- 
xouc 27 < Reinach(1909-13), 161, <or C Belis (1992), 85, 111, 113,pi. VIII 1 N Belis (1992), 113 f., U 
Reinach (1909-13), 161: see p. 84 C Pohlmann, C or C Belis (1992), 114, pi. VIII1, [C1C lapis 28 U fr. e, 
Pohlmann (1970), 72, U Belis (1992), 86, 111 C Reinach (1893), 606, now lost 29 < Reinach (1909-13), 
161, [C1 < lapis, Belis (1992), 114 T Pohlmann (1970), 72, Belis (1992), 114, [C] Reinach (1909-13), 165 C 
Belis (1992), 114. 
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22 




’A>u-[^a XpTTn " cp]m5ov oc e - %ei-eic Tpi - tco - 5a, (3atv’ e - Tti 0 e- 



o - cti - p[e- a xaavSe II]ap - va- a - ci - av 5ei - pa - 5a <pt>. - ev - 0e - ov. 






Text 22 0eo-Reinach (1909-13), 161: 0[ri]eo lapis, Belis (1992), 106 ]apvaa- Pohlmann (1970), 72, Belis 
(1992), 106, pi. Ill 2, ]apva-Reinach (1909-13), 161 23 ]va)cp[ Belis (1992), 113, pi. Ill 2, ]v©[ Reinach 

(1909-13), 165 26 Pohlmann, Belis (1992), pi. VIII1, y[ Belis (1992), 85,111 27 o[poC t ocvapoatc- r\ 

5e] Reinach (1909-13), 161, 165, otpoicoc te Tltoovoti] Moens (1930), 91-4, see p. 84 28 tco fr. e paxpoc.t 
Belis (1992), 111,114, cf. pi. Ill 2, IX 1, paxpoc[ Pohlmann (1970), 72 29 Gri fr. e 0ijnp’ a<i> or Oiafipa <te> 
West, 0r|]T|p, a KaxeKTlaalc oc Weil (1894), 356 30 clvupvyp’ Pohlmann (1970), 72, Belis (1992), 114, 122, pi. 
IX 1, [c-cIopvyp aii e[uvo)]c5v Weil (1894), 356. 
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[ ] < c r [ ] * [ ] 

31 [, J , .e(ppot)pe[_]5eyaa[. . . ] 

I * U[ ]I f s* [ ] 

32 p a p o c a pri co x e [_] o n |i a vxo ct> [.] 

<UCUIUI^£[ ] 

33 0ecX r i^onevoc(oX80'O7paixv[.. ] 

-U CUC U < [ ] 

34 c co i £ £ 0 e o k x i [ J k x o v % a X X a 5 o c [_ ] 

U < C U < (J < V C[ ] 

35 xE0£(xxo£a)v8ec7EoxxKpr|ct<ji)[ ] 

C U < V < [ ] 

36 k x> 6 i c x a k a i v a e x a c 5 e X (p a> v x [ ] 

C < u C U U C [ ] 

37 Pioic5a)jaa9iva7txaicxo'OcpaKxo\)[ o . ] 

IV < (J < [ ] 

38 V £ l C Ji O X [J X £ K p O C K O X O l C <l> X a V X £ 5 o p l c [ m ] 

< U C U F u C < [ ] 

39 ptopat(o[Japxavat)5£xayiipax(Di0aH[.] 

U ? 

40 v t k a v 


Notation 31 < C lapis, Belis (1992), 121 £, pi. IX 1, A T erroneously p. 86 32 ^ U lapis, Belis (1992), 121 f., 

pi. IX 1, LI erroneously p. 86 34 U Belis (1992), 126 f., U Reinach (1909-13), 162 35 C Belis (1992), 126 f., 

pi. IV 36 U < Belis (1992), 126 f., pi. IX 1, u < Pohlmann (1970), 74 37 U C u Reinach (1909-13), 162, 

Belis (1992), 126, U U erroneously Belis (1992), 86 40 ? Reinach (1909-13), 162, 165, Belis (1992), 126 f., C 
Reinach (1894), pi. XXII. 

Text 31 [. Je7C£<ppoupei[ Belis (1992), 122, pi. IX 1, [ox] £7ce(ppo\>pe[i£Lc] 5e e.g. West, [..J e 9 po\>pe[i£ic] 
Reinach (1909-13), 161 6e ycxd[c Reinach (1909-13), 161, 8e yaaftcxxdv Belis (1992), 122, metrically not pos¬ 
sible 32 -poc: [e]c lapis Belis (1992), 122 [x]<e>op Belis (1992), 122 co[ Pohlmann (1970), 74, c[o- Reinach 
(1909-13), 161 33 jcoA.'ukuJOec Weil (1894), 357 ?ai<i>t;6p.£voc Belis (1992), 121, 123 34 0 £okxic{k}xov 

Reinach (1909-13), 162, 165, 0£6 kxux{k}xov Belis (1992), 127 36 mi West x[ Belis (1992), 126 f. 38 [co¬ 
pe]! veic Reinach (1909-13), 162, lapis, pi. IX 1-2, [v]peic Belis (1992), 127 po>i[£]x£ Belis (1992), 126, pi. IX 

1, -X[e]x- Pohlmann (1970), 74 -Xoicd> Reinach (1909-13), 162 39 QaXX[ Belis (1992), 126. 



I 
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Th. Reinach’s edition of the Limenios Paean left one section (lines 28-30) unsupplemented. 1 
The difficulty was line 28, which Reinach took to refer to the serpent Python and its mother 
Gaia. 2 P. W. Moens, starting from the xe in 27, which points forward to a second heroic deed of 
Apollo’s to balance the fight with the serpent, arrived at the correct interpretation of the pas¬ 
sage. 3 The reference must be to the violation of Leto by Tityos (also a child of Gaia) and the 
punishment of his 7co0oc by Apollo. To Moens’s parallels, in particular Od. 11. 576-81 kcci Ti- 
xuov ei8ov ... Arixtb yap t\Xkt[ce and (even closer in wording) Apollodorus 1. 4. 1 Kxeivei 8e ... 
Kai Tvroov. ouxoc ... Ar|X(b Gecopfjcac 7t 6 0 co i Kaxac%£0eic ercicnaxai, can be added 
no. 50. 9 (the Berlin Paean), Aaxoufc...] paxpoc Xcbpav, and Nonnus, Dion. 20. 76 f., iov ... | 
PnyeveocTvcuoto 7to0oPA,T|xoio <povfja. 

Line 28 of the Paean, then, no0o v £ c x e paxpoc[, refers to Tityos and Leto. In 29-30 
tOrmpaf Kax£Kx[a]c, oc[ ... c]m>pvyp an £[\>vco]©v, the narrative returns to the fight with the 
serpent, as H. Weil realized, reading Otjtip, a KaxEKxac and assuming a female dragon as in the 
Homeric Hymn to Apollo (300-4, 354-62). 4 But xaxEicxac is surely addressed to Apollo, and 
the monster is a male SpocKcov in Athenaios’ Paean (no. 20, line 22), not a Spaxaiva. The read¬ 
ing 0T|fjpa KaxeKxac, which Moens follows, 5 would suit the melodic line, but is metrically im¬ 
possible, as the cretic rhythm does not admit two shorts between two longs, and the single long 
0r|r|- cannot be divided between two cretics. A. Belis reads 0r)fjp’ a KaxeKxac oc[, which is 
neither intelligible nor in accord with her translation. 6 Its seems necessary either to read 0t|fjp’ 
d<i> KaxeKxac 7 or to assume the omission of a particle, e.g. ©Tifjpd <xe> KaxeKxac. In lines 
31-3 Limenios adds the most recent of Apollo’s relevant achievements, the repulse of the in¬ 
vading Gauls in 279 BC. 

The following notes are employed: T (e), L (/), F (g), C (a) U (b;\ O (i b ), K (b), ^ (c), < 
(d'\ V (<?/), C ( e '), U (/"), N (/#'?) I = Z (g '), ^ = vi (a), / (£>/). With the exception of N, they 
belong to the Hypolydian and Lydian scales: Hypolydian efgab(K)c'd' e f g a b\ Lydian 
efgafyb(D)d'e'f'g'a'b', the middle tetrachord in the latter series being chromatic, the rest 
diatonic. In other words, as in the Athenaios Paean, there is modulation between a conjunct 
chromatic tetrachord and a disjunct diatonic one. We also find modulation into Hyperlydian, the 
Lydian Paranete Z (g ') being treated as Hyperlydian Mese; the note V (e/) then appears as the 
sole intermediate degree between g and d' (= Hyperlydian Hypate, Lydian Mese). 

The note N is also at home in the Hyperlydian scale, where it represents Lichanos (/'). But 
where it appears in Limenios’ piece, in line 23 and perhaps in line 27, it is associated with the 
Hypolydian notes < C LI (d' e f). We cannot suppose that the composer intended it to signify 
the same note for which he otherwise (at least fifty times) correctly wrote U. 8 He must be using 
it for the chromatic degree above U, i. e./#', though for this we might have expected □. 


1 For the history of the discovery, state of preservation, dating, structure, and notation technique see above on 
no. 20, pp. 70-3. 

2 Reinach (1909-13), 161, 163, 165. 

3 Moens (1930), 914. 

4 Weil (1894), 356: ‘ainsi tu expiras, monstre, qui avais tue quiconquese trouvait a ta portee'. 

5 Moens (1930), 99, after Reinach (1893), 608. 

6 Belis (1992), 112, 114,120. 

7 Cf. ^n<i>£6pevoc no. 21, line 33. 

8 Belis (1992), 109 f. 
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Like the Athenaios Paean, the Limenios Paean is incised in wide columns without colometry, 1 
but with various external indications highlighting the structure of the composition. An initial 
Lydian section extends to the line-break after epi0a[A,fi] (line 7). A second, Hypolydian section 
ends with line-break after dap.rcex£i (12), followed by paragraphos in the left margin of line 13. 2 
A third, also Hypolydian, is delimited only by the modulation following TpixoacovtSoc (14). The 
fourth section, in chromatic Lydian, extends to [rnuxv] (17). A fifth, in Hypolydian, is marked 
off by the hiatus and mid-line paragraphos after KeKpo7uai (21); the sixth, again probably 
Hypolydian, by the brevis in longo in (pi^EV0eov (23). Hiatus and paragraphos after xopai (26) 
mark off the seventh, chromatic Lydian section. The end of the eighth, Hypolydian section falls 
in the damaged portion of line 30. The ninth, Lydian section is demarcated by the paragraphos in 
the left margin (33/34) and by the change of metre after [£cxA,ai] (33). The tenth, Lydian section, 
like the first, fourth, and seventh, is characterized by the appearance of the Synemmenai. 

Comparing the two Paeans, one is immediately struck by their similarities. The framework in 
both cases—amplified by Limenios only in details—consists of an invocation of the Muses, the 
epiphany of Apollo, the sacrifice, a recital of the god’s wondrous deeds, and concluding prayers. 
Something of the structure of Limenios’ composition is indicated in the heading: ‘Paean and 
Prosodion to the god’. The main portion in cretics, lines 1-33, is the Paean, while the remainder 
(33^10), in aeolic rhythms (glyconics and choriambic dimeters, with a pherecratean as clausula), 
is the Prosodion, containing the prayers. Athenaios’ Paean has a corresponding structure. The 
main part, 1-27 (cretics), is to be regarded as the Paean. The concluding part (27-34), clearly 
marked off by its opening words dXX Leo, is likewise in cretics, and contains the prayers, frag¬ 
mented but recognizable. Therefore its heading could have been ‘(Paean and Hyporchema) to the 
god’. If Limenios’ Paean has ten sections as against Athenaios’ five, the explanation is that he 
has expanded the traditional framework that underlies both poems with additions, among which 
the story of the god’s birth (8-12), the building of the temple (23-36), and the Tityos episode 
(27-8) deserve particular mention. On the other hand, the two Paeans are bound together by the 
close correspondence of musical and textual structure, as well as by certain programmatic 
touches in the music. 3 


1 Col i: 44.5 cm.; col. ii: 46.5 cm.; see Belis (1992), 50 f. On column-widths in musical texts see Johnson 
( 2000 ), 66 - 8 . 

2 Belis (1992), 99, pi. VIII2; Pohlmann (1970), pi. 20. 

3 Cf. Pohlmann (1960), 64-71; West 2 (1992), 201, 289,291-2,295, 298. 
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III. Late Hellenistic inscriptions from sanctuaries 


*o. 22 



FIG. 15: Hymn to 
Sinuri, Fr. A 


MYLASAINV. 3 (Hymn to Sinuri) First century BC 

Fr. A Fr. B 



FIG. 16: Hymn to 
Sinuri, Fr. B 


Z 

1 ]ia.[ 


2 ] 8 [ 

A 

3 ]fev[ 

K 

4 ]cee[ 

H 

5 ]pO£[ 

:IOJ 

6 ]'nnpjl[ 

K 

7 ]0cu|x[ 

E 

8 ]vyua[ 

E? 

9 ]Xolk[ 

A? 

10 ]v£yy[ 

K 

11 ]voe[ 
1 

12 ]ov[ 

A 

13 ]8ev[ 

E 

14 ]ava[ 


1 ]/u6[ 

2 ]apa[ 
M 

3 ]iv[ 

E 

4 ]pa.[ 
1 

5 it t 

6 ] [ 

7 ] [ 

8 ] [ 

9 ] [ 

10 ] [ 

11 ]p£t[ 

A 

12 ]xpa[ 

? 

13 ]p.[ 

? 

14 ]tov[ 


15 IttoJ 

16 ]m.[ 

17 R[ 

18 ]..[ 

19 h)o.[ 

20 ]..[ 


No. 22 HYMN TO SINURI 
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Notation A 1 Z: or perhaps 5, A 4 K: or X, A'? 7 K: or R 9 E: or 2? 10 ?: perhaps U. 

B 3 M: or U? 5 1: or CZ, E? 11-20 It is not certain that there are any musical signs in these lines. 
Text A 6 perhaps Ijiupjit 10 perhaps eyy[ 


The existence of these fragments, inscribed on blocks from the sanctuary of the Carian god 
Sinuri near Mylasa, was reported by L. Robert in 1945. 1 Their present location is unknown. 2 The 
readings were taken by M. L. West from the published photograph, and must be regarded as pro¬ 
visional. 3 A transcription of the scattered musical notes is superfluous, except perhaps for A 6: 



If the dating of the inscription is correct, this is the earliest known instance of a long syllable 
divided among three notes and of the articulatory notation with dicolon (certainly) and hyphen 
(perhaps). These notes belong to a diatonic tetrachord in the Hyperionian or Hypolydian scale. 
Not all of those in the other lines are compatible with this key. 


1 Robert (1945), no. 81, pp. 104-6, pi. I; see figs. 15 and 16. 

2 Bliimel (1995), 43. 

3 West 1 (1992), 8-10. 














IV. Fragments from the Roman Period 


No - 23 SEIKILOS, Funeral Epitaph Second century AD 


1 eiKcovT|>,r0oc 

2 eipi , Ti0r|cip,£ 

3 C£lKlXoC£V0a 

4 p v p |i t) c a 0 a v a x o u 

5 c ti p a k o X v x p o v i o v 

C Z Z KfZ Y 

6 ocov^pctpatvou 

K I Z [K O 

7 prjdevo^coccu 

_U 

COO C K Z 

8 A,V7tOt)7tpOCoU- 

i ki k c oo 

9 YOVECTITO^V 

C K O i Z 

10 xote^ocoxpo- 

K C C CXI 

11 vocajtaiTEi 


12 C 8 l K l X O C £ X> X £ p ( 71 O V ) 

13 ?p [ 


Notation 6 KIZ lapis, Jan (1899), 38, KIZ Wagner (1921) 285 f Pohlmann (1970), 54, Tlapis 71 Pohlmann 
(1970), 54, I’ lapis IK Pohlmann (1970), 54, IK lapis, IK Jan (1899), 38, iK Wagner (1921), 285 f., 296 8 QO 

Pohlmann (1970),_54,O$ lapis, Jan (1899), 38,^00 Wagner (1921), 295 9 iki lapis, Wagner (1921), 296, ikj 

Jan (1899), 38 OO Pohlmann (1970), 54, OO lapis, Jan (1899), 38, OO Mountford (1929), 147 f. 11 K lapis, 
Wagner (1921), 296, K Jan (1899), 38 dH lapis, Wagner (1921), 286, 295, CXH Jan (1899), 38, CXH Martin 
(1953), 52: perhaps CXH ? w 


No. 23 SEIKILOS 


89 


EIkwv p XiOoc cipi’ xiOpci p£ CeuciAoc £v0a 
pvpppc aOavaxou crjpa rco?a)%p6viov. 



pp - 5ev 6 - taoc cu Xx> - tcou. 



7tpOC 6 - 70V £C - XL TO £nv, 



CfilKlAoC E\)X£p(7l0'0) 


Text 2 EIMI- lapis 12 CEIKIAOC EYTEP lapis (P with apex ), CeikiXoc Ewep(jtou) Marx (1906), 145 
13 ZH [ lapis, Marx (1906), 145, see pis. lb and 2 for undamaged surface after EYTEP and before and after ZH. 


















90 


IV. Fragments from the Roman Period 


In 1883 Sir William Ramsay published a grave stele in the form of pillar, inscribed with two 
poems: an elegiac distich, and a little song with musical notation . 1 The object had been discov¬ 
ered during the building of a railway in the neighbourhood of Ay dm (Tralleis), and had entered 
the private collection of the building firm’s director, Edward Purser. As the pillar was broken at 
the bottom, its base was sawn off straight so that it could stand and serve as a pedestal for Mrs 
Purser’s flowerpots. This resulted in the loss of one line of text, as appears from comparison of a 
squeeze made by Georg Weber sometime before 1893 with a photograph taken by Alfred Lau- 
monier in 1922. 2 The pillar passed into the collection of Purser’s son-in-law, Mr Young (later de 
Jongh) in Buca, Izmir, where it remained until the Turkish defeat of the Greeks in September 
1922. The Dutch Consul in Izmir took it over for safe keeping during the ensuing disturbances, 
and his son-in-law, Willem Daniels, later brought it by way of Istanbul and Stockholm to The 
Hague. In 1966 it was acquired by the Department of Antiquities of the National Museum in 
Copenhagen, and on 6 December 1967 J. Raasted reintroduced it to the world in a public lec¬ 
ture . 3 It is now exhibit no. 35 in Room 11 of the Museum, with the inventory number 14897. 4 

The lettering of the inscription dates it to the second century AD. Characteristic features are 
the numerous swallow-tail serifs, especially on E, M, N, 2; the almost triangular O with pro¬ 
longation below, ligatures between N, H, and M; 5 and above all the peculiar form of omega, , 
attested in dated inscriptions of 127/8 and 149/50. 6 The fully developed rhythmical notation is 
also to be noted . 7 

O. Crusius was the first to appreciate the significance of the musical notation . 8 Various others 
applied themselves successively to the establishment of the notation text , 9 while E. Martin stu¬ 
died the rhythmics , 10 and W. Fischer made a dubious attempt to illuminate the melody from 
modem parallels and to find echoes of it in Gregorian chant and German folksong . 11 The text has 
been reprinted with bibliography by W. Peek, F. B. Poljakov, and R. Merkelbach and J. 
Stauber . 12 

The note series, ~1 ( e ), X (/#), O (g), C (a), O ( b ), K (c#'), I ( d '), Z (e'), corresponds to a 
segment from the Ionian scale. The melody respects the word accents except for the upward leap 
of a fifth on ocov (line 6 ), which is paralleled in no. 24, and the figure on ecxi (line 9), which 
would be no exception if the accentuation ecu were admitted . 13 


1 Ramsay (1883), 277 f. (no. 21). 

2 Crusius (1893) reproduces a drawing of the squeeze; for the photograph see BCH 48 (1924), 506 f., fig. 20 
(Chronique des fouilles). 

3 Raasted (1967), 1-7. We are indebted to the author for the text of the lecture. 

4 Cf. pis. lb and 2. For the fata columnae cf. Poljakov (1989), 186-8. 

5 Guarducci, i (1967), 385 f. 

6 Larfeld (1914), 274; Guarducci, i (1967), 383. The best parallels are an ephebic list (mid second century) and 
an epitaph (second century), both from Smyrna: Guarducci, i (1967), 376 fig. 201; Merkelbach-Stauber i (1998), 
545 no. 05/01/62 (personal communication of Ioanna Spiliopoulou-Donderer). 

7 It was on this that Henderson (1957), 369, based her dating to the Roman period, though she thought the let¬ 
tering might be put as early as the second century BC. 

8 Crusius (1891), 163-72; (1893), 160-200. 

9 Monro (1894), 133, 145; Reinach (1894), 365 ff.; (1926), 171; Jan (1895), 450 ff.; (1899), 35 ff.; Wagner 
(1921), 285 f., 295 ff.; Mountford (1929), 147 f. 

10 Martin (1953), 48-55. 

11 Fischer (1953), 153-63. 

12 Peek (1955), 609 no. 1955; Poljakov (1989), 186-8 no. 219; Merkelbach-Stauber (1998), 207 no. 02/02/07. 

13 Cf. Winnington-Ingram (1955), 68 . For further melodic analysis see West 2 (1992), 301 f. 



No. 23 SEIKILOS 91 

The deficiencies of the available facsimiles and photographs 1 left earlier commentators in 
uncertainty over several details, especially the arsis-pointing, long-marks, and hyphens (ties) 
beneath the notes. Since the reappearance of the original, from which Raasted has checked the 
text, these uncertainties have been eliminated. Supposed points above letters of the text (6 
OAINOY, 8 AYTTOY) turn out to be mere flaws in the surface of the stone. In line 12 the bow 
of the P has a projection indicating the abbreviation of a name . 2 

Certain inconsistencies of the rhythmical notation remain. The addition of a superfluous point 
above the last note in line 6 (the I) will be a simple mistake by the stonecutter. The stigme above 
the first I in line 7 , which is in the thesis, not the arsis, is also an error, unless it results from later 
damage to the stone. We must accept as an aberration the fact that otaoc in line 7 is notated with 
Z TT< but -yov ecx- in line 8 with i K i, which is rhythmically the same thing . 3 Perhaps the most 
important observation is that the triseme sign can stand over two notes linked by a hyphen. R. P. 
Winnington-Ingram had questioned this in the case of no. 42, 4 but it is now established by the 
two instances of O O in lines 8-9 (not that this helps for no . 42) . By analogy we might have ex¬ 
pected CXI over the last syllable in line 11 rather than CXI ; but the stonecutter did not have 
enough room for a longer triseme. None of the new readings affects the reliability of the tran¬ 
scription. In the groups O <t> the time-value must obviously be divided up J>J in accordance with 
the underlying iambic metre . 

Many scholars have discussed the meaning of the subscription without definite result . 5 It is 
now clear that the surface is undamaged on each side of CEIKIAOC EYTEP. EYTEP therefore 
can only be understood as an abbreviation of the father’s name, usually supplemented as 
E 6 x£p( 7 uoo). This interpretation, proposed by F. Marx , 6 is supported by the above-mentioned 
projection on the bow of the P. The ZH which Ramsay read in the following line, clearly visible 
on the pre-1893 squeeze, likewise stood alone in mid line with undamaged surface on either 
side; it means ‘is alive’, in other words Seikilos set up the inscription during his lifetime . 7 

Marx took Seikilos to be a Carian name . 8 The apparently Greek name of his father does not 
rule this out; however, no other Seikiloi are attested. L. Zgusta in his monograph on the onomas¬ 
tics of Asia Minor took it to be a Hellenized *Sicilus, ‘Sicilian ’, 9 but this is problematic, as the 
Latin form is Siculus and the Greek ChceXoc. If the father’s name was really Euterpes, it implies 
a family line of professional musicians. (One thinks of Oripioc Tep 7 tux 5 r|C in the Odyssey.) 
They may have belonged to the cuvoSoc t©v arco ’ Ioviac Kai ' EXMictcovtod (texvitcw) at¬ 
tested for Tralleis by a third-century inscription . 10 


1 Cf. above, n. 2. 

2 Observed by I. Spiliopoulou-Donderer; cf. Guarducci, i (1967), 402. 

3 Cf. KIZ above cpai- in line 6 without hyphen. 

4 Winnington-Ingram (1965), 191. 

5 Cougny (1890), 595, 607; Wessely (1891), 20; Marx (1906), 145; Carcopino (1922), 273; Picard (1925), 123- 
5; Robert (1937), 412 n. 4. 

6 Marx (1906), 145; so also Poljakov (1989), 188; Merkelbach-Stauber (1998), 207. 

7 Merkelbach-Stauber (1998), 207: ‘Seikilos, der Sohn des Euterpes; er lebt (noch)\ 

8 Marx (1906), 145, ‘Seicilos barbarus et Car vivus sibi... monumentum fecit cum inscriptione’. 

9 Zgusta (1964), 459 § 1390. 

10 OGIS 501. 6; cf. Poland (1934), 2511; Gould-Lewis (1968), 298. 
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IV. Fragments from the Roman Period 


No. 24 MESOMEDES(?), Invocation of the Muse Second century AD 


CZZ 0(P OCC 
1 ’'A e 18 e Moved p o i (piArj, 


I O M M 

2 p o A. rc fj c 8’ £jifjc KaTapxoi), 


Z"Z Z EZN N I r 
3 aupTj 8 e c © v a k aXcecov 


M Z N IOC P MOC 
4 Efxac tppevac Soveixw. 


N 1 C ZZO O C C 2 I <D MM 

C 1 C ZZO OO CC 2 I O M M 

V 1 C ZZO OOCC 2 O M M 

N 3 r ZZEZ N N IF 4 MZN l(PC PM (DC 
C 3 T ZZEZ N N ir 4 M ZN I OC PM OC 

V 3 Z~ ZZ Z N N II 4 M ZN I OC PM OC 


Notation in N, C and\\ 


Nos. 24-31 MESOMEDES 


93 




Text Title in a Etc Moocav lappoc pcxKxetoc The initial letter is enlarged in p In the left margin of V 
tafipoc, which is omitted in P Over poA-inic in V N ctcov, in C crcovbeioc, which is omitted in Ve Bellermann 
(1840), 53 f. inferred a metrical scholion lappoc - crcovbetoc - iap.poc - PaK%eioc, which belonged to lines 1-2. 
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IV. Fragments from the Roman Period 


Nos. 25-6 MESOMEDES, Invocations of Calliope and Apollo Second century AD 


No. 25 C PM P C d> C 

5 K a A, X i 6 7t e t a cotpa, 

QNC CCCC1R <D 

6 Mooccov rc p o k a 0 a y £ x x XEpJtvtov, 

R 0 C P M I M 

7 Kai c o (p £ pocxoSoxa, 

M I E Z I” M P CMI 

8 Aaxooc yove, At\Xie Ilaxav, 

M I ZM IOC C 

9 £'6(I£V£lC 7Cap£CX£ pox. 


No. 25 Notation 6 0NC a, 0MC Winnington-Ingram (1936), 42 81 MP Pohlmann (1970), 14, IMP 

Reinach 1 (1896), 17, rMP a. 

Notation in N, C and V: 


5 N 

C 

PMPC (P 

C 

6 0 NC 

C C 

C 


“1 

A0 

5 C 

c 

PMPC <D 

c 

6 0 NC 

C C 

C C 

[C] 

“1 

R0 

5 V 

c 

PMPC O 

c 

6 0 NC 

C C 

c c 


1 

R0 

7 N 

p 

0 C PM 

1 M 

8 M 1 

ezp 

MPC 

Ml 



1C 

p 

0 C PM 

1 M 

8 M 1 

Ezr 

MPC 

Ml 



7 V 

R 

0 C PM 

1 M 

8 M 1 

ezt 

MPC 

M 



9 N 

M 

1 ZMI 0 C 

C 







9C 

M 

1 ZMI 0 C 

C 







9 V 

M 

ZMI 0 C 

C 








Nos. 24-31 MESOMEDES 
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No. 25 



6 Mo'o-cfiiv 7 tpo-Kcc 0 -a - ye - xx xep- 7 tv(ov, 



s 7 Kai co - cpe poc - xo - 86 - xa, 



8 Aa - xooc yo - ve, Arj - Xi - e flat - av, 



9 eu - pe - veic Ttap - ec - xe pox. 


Text 5 In the right margin of V aXTooc The initial letter is enlarged in C KaM-umexa VCVe, KaXAixma N 
6 7 tpo[\>]Kcx 0 aYexx N 8 ArpxE P, 8 ’ “HXxe V. 


No. 26 1 Ei>(pap£xxco 7iac ai0fjp, 

2 yfj Kai 7 tovxoc Kai 7 tvoxax, 

3 oi)p£a, xepjiea cxyaxcn, 

4 fixoi (pOoyyox x opvxOcov- 

5 p£^£i yap 17ipoc t ripac paxv£xv 

6 OoxPoc aK£pc£Kopac £x>xotxxac. 


No. 26 Notation 6 Except for a solitary C over the second syllable of aKepceKopotc in V no. 26 has lost the 
notation altogether. 

Text Title "Ypvoc eic "FLUov (61 V) a The initial letter is enlarged in p 1 Paragraphos in the left margin 
of V. In the margin of no. 26. 1 - no. 27. 10 appears in VCN a metrical scholion, which is omitted by Ve: co^oyia 
Kaf dvxx0£civ. 6 Tconc - u Kai u -. yevoc 8 x 7 tA.dcxov. 6 pt)0p6c (Kai pt>0p.oc C) ScoSEKdcnpoc (ScbSeKa N) 
VCN 5 7 tpoc fipac a, emended by Wilamowitz (1921), 604 (Tcpoccto) and Heitsch (1961), 25 (nopx ’ fipac), but 
see Browning (1963), 159 5e irpoc van Leeuwen (1904) on Ar. Thesm. 39 ff. 6 eoxaixac VC, eoxexac Y- 
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No. 27 


IV. Fragments from the Roman Period 

MESOMEDES, Hymn to the Sun 


Second century AD 



1 


CC C C I C P C (DA C 

7 Xiovo^etpapoi) inxtep ’Aok, 

O M M M M I COMIAM 

8 po5oeccav oc avxuya ncoXcov 

M IM I I P M | Z A Z 

9 JCTa vote \>7t' l^VECd SltOKElC, 

M Z M Z I M <I> | M Z I 

10 xpuceaictv dyaUopevoc Kojxatc 

M I Z I M I P ch CPPC 

11 7tepi v to t o v duel piTov onpavou 

C P M C M M MM M !M 

12 aKTtva 7to>biJCTpo(pov apTtXeKcov, 

1“ M PMI ZIMPAPC 

13 a i y A a c TtoAudepKea Tta ya v 

CP MMMCROMM 

14 Ttspi yaiav a 7t a c a v eUcctov, 


Notation 7OAC Pohlmann (1970), 27, O/C V, OC CN 10 <l) Pohlmann (1970), 26 13 MPAPC Pohlmann 

(1970), 27, MP/PC N. 

Text 7 The initial letter is enlarged in P xrovopA-ecpapoo CNVe, xtovopXeqxxpooc V 8 poSoeccav VCVe, 
poSeeccavN 9 ixvecct V, ixveci p 11 oovon a 13 nayav a, 7 tdvav West 1 (1992), 10, 7 cayav Beller- 
mann (1840), 27, 33 f. 


Nos. 24-31 MESOMEDES 



Notation in N, C and \: 


7 N 

CC 

C 

C 1 

c 

PC 

O 

c 

8 

O MM 

M 

M 

C O 

M 

AM 

1C 

CC 

C 

C 1 

c 

PC 

O 

c 

8 

O MM 

M 

M 

C O 

M 

AM 

7 V 

CC 

C 

C 1 

c 

PC 

o/c 

8 

O MM 

M 

M 

1 C O 

Ml 

AM 

9 N 

M IM 



PM 

ZA 

z 

10 

M 

ZM Z 

1 

M 

1 M 

Zl 


9 C 

M IM 

1 


PM 

ZA 

z 

10 








9 V 

M !M 

1 

l 

PM 

IZA 

z 

10 

M 

ZM Z 

1 

M 

1 M 

Zl 



11N 

M 

1 Zl 

M 1 

P O 

C 

PPC 

12 

CP 

M 

M M M 

M 

M 

1 M 

11V 

M 

1 Zl 

M 1 

P O 

C 

PPC 

12 

CP 

M 

C M M M 

M 

M 

M 

13N 

1 

M P 

M 

1 Zl 

MP/PC 

14 

C 

PM 

M M C [A] 

R 

O 

M M 


13V l~ M 
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IV. Fragments from the Roman Period 


MIZZ Z ZEI EZ 

15 7t o x a p o i 8e ce0ev Tt'upoc apppoxov 

P M I Z Z I M P <l> C 

16 tiKtODciv e 7t Tj p a x o v a p £ p a v . 

CO CP M MM P PC 

17 coi p£v xopoc E'oSioc acxepwv 

M I M M I P M I 11 

18 Kax^'O^Dpitov avaicxa /opEVEt 

Z Z M ZZ MZ I E Z 

19 ocvexov pE^oc at£v ctExSoov 

MIZZ M IPO 11 

20 Ooiprji5t TEpKOpevoc X \) p oc i. 

CPM M M CPMMIAM 

21 yXaDKa 8 e Jtapoi0£ CeXava 

I M I M M P M I 11 

22 xpovov fflpiov dy£pov£X)£L 

MIZ IM I OCPMPC 

23 X £ "D K 60 V VK 6 c 6 p p a c i poc^wv- 

CCCCC CPCPOPM 

24 yavDtai 8 £ x £ cot v 6 o c £ 6 p £ v r] c 

MIZ IM I O CPMPC 

25 itoX'OE 1 po va Kocpov eXIccov. 

Notation 16 PM I N, EMI West 1 (1992), 10 <l> Pohlmann (1970), 26. 

Text 16 EJiTipaxov VCVe, anripaxov N, dncripaxov Wilamowitz (1921), 603 18 "OVopjtov Bellermann (1840), 
26 f., on^DpTcov a avaKxa a, cf. Bellermann (1840), 34 f. 20 Ooi(3r|t5i p, cpoLpf|8i V Xopa N, ?a>pr[ VCVe 
21 ykauKa a, K^anKa V 22 ayepoveoei a: [a] in red ink rectified by N 24 yavanai Vaticanus gr. 1772, 
yavvoxai a coi Bergk (1868), XCV, oi a TcoA-neipova Monacensis 215, Parisinus 2532, 7 coA,ooipova a. 
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IV. Fragments from the Roman Period 


No. 28 MESOMEDES, Hymn to Nemesis Second century AD 

I M M M{M}IM M 1C PM 

1 N e p e c i tcTepoecca pion p o % a , 

OM Z Z ZZ E Z I Z M 

2 Kt>ava)7ci 0 e a , 0'6yaxep AiKac, 

M U U UU E Z EAU 

3 a Kontpa (ppuaypaxa 0 v a x go v 

U U M I U Z E I M <i>M 

4 eitexeic abcxpavxi xc^-tvSi, 

M M M M MMMM C MO 

5 exQonca 5’ upprv oloav (ipoxcov 

P C 4) P p 

6 [te^ava q>0ovov ekxoc elaiiveic. 

ROC O <l> I COP Ml 

7 u % 6 cov x p o x o v actaTov dcxipfj 

Z E U Z I I <l> M Z M 

8 x a PO^« pepofttov cxpetpexax xxxa, 

M MMMM MPM C<A>C O 

9 XTiOoDca be % a p rcoba paiveic, 

ROPP MIP MAM 
10 y a v p o \) p e v o v ax>xk\a K^iveic. 


Notation 1 {M} Pohlmann (1970), 26 4<l> West 1 (1992), 11 7<l> Pohlmann (1970), 26 9 MC<A>CO 

Pohlmann (1970), 27, MCCON 10 <DPPN, <DRR West 1 (1992), 11. 

Text Title “Ypvoc Nejiecetoc V, "Ypvoc eic Nep.eciv N, Eic Nepeciv Ve, no title C 1 The first letter is en¬ 
larged in P, paragraphos in the left margin of V 7-8 are quoted by Lyd. Mens. 184, 15 Wiinsch, 9-11 by Synes. 
Ep. 95. 235b and Suda v 163 (iii. 448. 5 Adler) 5 exOouca p, exouca V uPpiv a, bppiv t' Hermann (1877), 
350 6 ektoc e^auveic without notation in a, lacking in V 7 dcTi(5fj p, acTeipfi V. 
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IV. Fragments from the Roman Period 


ROPCOPPCP M I 

11 ‘utuotctix'dv del p i o x o v [tExpsic, 

U M IZE I M {M} M <D M 

12 v e x> e i c 8 ’ {) n 6 k 6 A, 7 cov 6 (ppx)v ant 

0 M M M PC M I A I 

13 yo v p e x a %expa Kpatoka. 

E E E E 2 1 I M IP 

14 l X r| 0 i [taKaipa 8 ncac 7 t 6 A,£ 

EEE ZZI M || Z M 

15 Nefteci ttiepoecca plot) poTtd. 

I M M MM 1 M C P MM 

16 Nepeciv 0 eov ai5opev a <p 0 i x a v, 

Z M I Z E I I M Z M 

17 Nlktiv xa vdci jtxepov opplpav 

MMUU UUZE UM 

18 vTjpepxea Kai n a p e 8 p o v A i k a c , 

PM M M M C <I>M P M 

19 a xav iteya^avopiav P p o x <S v 

Z 

20 vepectoca cpepeic k a x a Tapxdpot). 


Notation 12 {M} Jan (1895), 470 19 <l> Pohlmann (1970), 26. 

Text 11 pioxov p.expetc a, proxdv Kpaxetc Synes., Suda 12 otppdv del Wilamowitz (1921), 604, del Kdxco 
ocppov a, ocppov Kdxco Bellermann (1840), 26, 44 13 ^oyov a, ^oyov ex> Hermann (1877), 350, xo £vy6v West 1 

(1992), 11 14 UtiOi C, Wilamowitz (1921), 605, UaOi VNVe 15 pond plot) West 1 (1992), 11 16 Geov 

atSojiev d(p0ixav Boivin in Parisinus 2458, dcpOrxoV Wilamowitz (1921), 604 f., Getov aiSopeva (aiSopevav C) 
(pOixdv (<poxxdv Ve) a 17 opppipav VNVe, oppipav C 18 Aimc C, Bellermann (1840), 49, Airav VNVe 
19 peya^ocvopiav p, peydXav opiav V 20 vepecwca <pepeic Kaxd Bellermann (1840), 48, (paper Wilamowitz 
(1921), 604, Nepececoc dtpaipeic Kai a. 
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Nos. 29-31 MESOMEDES: Hymns to Isis, Physis and Sundial Second century AD 


No. 29 MESOMEDES: Hymn to Isis 

The manuscript (Ottobonianus Graecus 59) exhibits before the “Hymn to Isis” of Mesomedes 1 a 
scholion, which explains the poem’s metre (paeonic dimeters) correctly and gives testimony for a 
lost setting to music in the Hypolydian key: 

'H cu£uyia 7coppi%toc Kai uxppoc. ykvr\ 86o, lappoc Suctaxciov Kai Troppixioc tcov. 6 puGpoc 
8eKacr|poc. \)7io?u)8ioc 6 xporcoc. 


No. 30 MESOMEDES: Hymn to Physis 

The Ottobonianus exhibits before the “Hymn to Physis” of Mesomedes 2 a scholion, which gives 
testimony for a lost setting to music in the Lydian key, but does not fit the poem’s metre. Perhaps it 
belonged to the “Poem on the Swan”: 3 

HoBayopoa). 6 nox>c 7ipOKe^e\)cpaTiKoc. 6 poBpoc OKracripoc. 6 Tporcoc XuStoc. 


No. 31 


MESOMEDES: Hymn to the Sundial 


In the Ottobonianus appears a scholion to the first “Hymn to the Sundial”, 4 which does not fit the 
metre of the poem. It is nearly identical with a scholion to no. 26: 

cv^oyia koct 5 avriBecrv. 6 rconc -u Kai u-. yevoc Suc^aciov. 6 puBpoc SaiSeKacripoc, 

which does not make sense there either, but helps to correct no. 31. Both scholia belong to poems in 
choriambic dimeters; the scholion to no. 31 gives testimony for a lost setting in the Lydian key: 

T] cu^uyta Tpoxaiou Kai iappou 5 6 Tporcoc Aa) 8 ioc. 6 puGpoc StoSeKacripoc* yevoc Strctaxciov. 


1 Heitsch (1961), no. 5; cf. below p. 113. 

2 Heitsch (1961), no. 4; cf. below p. 113. 

3 Heitsch (1961), no. 10. 

4 Heitsch (1961), no. 7; cf. below p. 113 f. 

5 iappoo Kai tpoxodoo in the Ottobonianus. 



Nos. 24-31 


MESOMEDES 


Second century AD 


Table of manuscripts 


V Venetus Marcianus app. cl. VI 10 (1300), no. 1 Jan (1895), no. 273 Mathiesen (1988), 13th— 
14th century. V exhibits on f. 205v-206r Hymns of Mesomedes (nos. 24-8) with notation as 
far as no. 27. 13; see pi. 3-4. 

C Parisinus Coislinianus graecus 173, no. 138 Jan (1895), no. 103 Mathiesen (1988), 15th 
century. C exhibits on f. 222v Hymns of Mesomedes (nos. 24-8) with notation as far as 27. 
9; see pi. 5. 

N Neapolitans graecus 262 (III C 4), no. 78 Jan (1895), no. 203 Mathiesen (1988), 14th—-15th 
century. N exhibits on f. 82v-83r Hymns of Mesomedes (nos. 24-8) with notation as far as 
no. 28. 20; see pi. 6-7. 

Ve Venetus Marcianus graecus 318 (994), no. 182 Jan (1895), no. 262 Mathiesen (1988), 14th 
century. Ve exhibits f. 228r Hymns of Mesomedes (nos. 24—8) without notation; see pi. 8. 

For the copies of V, N, Ve see Heitsch (1959), 36,43 and Pohlmann (1994), 187-9. 

O Ottobonianus graecus 59, 13th—14th century. O exhibits on f. 31v-33r the hymn to Hygieia 
of Ariphron, and eight poems of Mesomedes not contained in V, C, N and Ve; see Heitsch 
(1961), 26-31 nos. 4-11. These poems lack notation, but give testimonies for lost melodies 
(nos. 29-31). Two further poems of Mesomedes are transmitted as AP 14. 63 and 16. 323, 
see Heitsch (1961), 31 f. nos. 12-13. 


Filiation of manuscripts 
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From the Cretan Mesomedes, court musician to Hadrian, 1 we have altogether fourteen or fif¬ 
teen poems. Two had always been known from the Greek Anthology, 2 and these are the only two 
transmitted under the poet’s name. Five more (one of which, however, may be of different 
authorship) are preserved, with musical notation of the ancient type, in a series of manuscripts 
dating from between the thirteenth and seventeenth centuries: invocations of the Muse, of Calli¬ 
ope and Apollo, and of Phoibos, and hymns to Helios and Nemesis (nos. 24-8). 3 

Ancient quotations from the Nemesis hymn 4 virtually guaranteed Mesomedes’ authorship for 
these pieces too. Finally, in 1903 K. Homa discovered in a late thirteenth-century manuscript 
(O) eight more poems, whose metre and style favoured ascription to Mesomedes. 5 Although they 
lack musical notation, accompanying scholia show that some of them, at least, had been set to 
music (nos. 29-31). Homa himself argued that they derived from the same corpus as the other 
four invocations and hymns. 

Work on the history of the transmission, initiated by F. Bellermann and carried on by C. von 
Jan, Th. Reinach, and Homa, reached something of a culmination in the article by E. Heitsch. 6 
He concluded that for the text of the poems there were three primary manuscript sources (V, N, 
Ve), from which all other known manuscripts were derived. The transmission of the musical 
notation, however, is not so clear. Ve has none; V has it only as far as no. 27. 13, whereas N has 
it throughout nos. 24-8 apart from two gaps in 28. 6 and 20. There are clear errors of transmis¬ 
sion in the notation, and where we rely on N alone it is difficult to remedy them. It seemed desir¬ 
able, therefore, to enlarge the manuscript basis. 

The Mesomedes settings are transmitted together with a late musical treatise by one Di¬ 
onysius, which in the manuscripts follows on, without a new title, from the treatise of Bacchius. 
An examination of all the manuscripts listed by Jan and Th. J. Mathiesen 7 as containing only 
Bacchius disclosed, inter alia , that a lost manuscript in Wolfenbiittel, last heard of in an eight¬ 
eenth-century catalogue, had contained hymni Graeci cum antiquis notis musicis Graecorum . 8 A 
sixteenth-century Vaticanus 9 contains, like Ve, the four hymns without notation or verse- 
division, and instead of Dionysius it has, again like Ve, a Pythagorean text, of which a divergent 
recension is known from Photius. 10 Comparison of readings shows the Vaticanus to be a direct 


1 Dio Cassius 77. 13. 7; Historia Augusta, Pius 7. 8; Suda p 668 (iii. 367. 8 Adler); West 2 (1992), 383 f. 

2 AP 14. 63; 16. 323; Heitsch (1961), 31 f., nos. 12-13. 

3 Ed. princeps: Galilei (1602), 97, who learned of the poems from Girolamo Mei; cf. Palisca (1960), 156, 159— 
63; Galilei (1602), 96 f., 154. Galilei was followed by Fell (1672), 49-69, and Burette (1731), 284-308, who used 
cod. Paris, gr. 2532 (no. 126 Jan, 95 Mathiesen). Bellermann (1840), 20^4, reviews the other early editions. The 
poetic texts (without the music) are also in Bergk (1868); Wilamowitz (1921); Heitsch (1961). 

4 See above in the apparatus to no. 28. 

5 The manuscript contains on f. 31 v —33 r , under the general heading 7tape^EpX.Ti0r|cav and T?jc Moucucrjc, the 
following items: (Ariphron), Hymn to Hygieia; (Mesomedes) 1. To Physis, 2. To Isis, 3. To the Adriatic, 4. On a 
Sundial I, 5. On a Sundial II, 6. Ecphrasis of a Sponge, 7. On a Swan, 8. On a Mosquito. Editions: Lambros 
(1906); Wilamowitz (1921), 595-607; Homa (1928); Heitsch (1961). Photos: Merkelbach-van Thiel (1965), 25-8. 

6 Bellermann (1840); Jan (1890); Reinach 1 (1896); Homa (1928); Heitsch (1959). 

7 Jan (1895), xi-xciii; Mathiesen (1988). The manuscripts of writers on music are cited with Jan’s and Mathie- 
sen’s catalogue numbers. 

8 Heinemann (1913) on Gudianus 103. 

9 Vat. gr. 1772, f. 181 r -182 r (158c Jan, 232 Mathiesen). 

10 Phot. Bibl. 249, where the piece is labelled as & Life of Pythagoras', see Immisch (1919). Ve and the Vaticanus 
are abridged in comparison with Photius, but offer an extra page of text at the end. 


copy of Ve. 1 Mathiesen has pointed to a fifteenth-century manuscript in Salamanca which is a 
descendant of V. 2 It is noteworthy that the copyists of some later manuscripts leave a blank page 
following the treatise of Dionysius where the hymns would be expected, perhaps in the hope of 
finding a better or more complete exemplar for the difficult notation. 

Only a fourteenth-century Paris manuscript with notation (C) turned out to be independent of 
V, N, and Ve. 3 It does not persevere as far with the notation as do V and N, abandoning it at 27. 
9, but up to that point it strengthens the basis for criticism. It also helps us to form a clearer idea 
of the page layout, scholia, and headings of the common archetype of V, C, N, and Ve. 

C has the hymns on a verso page which had been left blank between Dionysius and Bryen- 
nius. They were evidently added later, as the scribe did not have enough space for them, and had 
to crowd lines 11-20 of no. 28 into four columns at the foot of the page. The rest is written in 
two columns, to be read straight across, as also in V and N. 

At the top stands the heading contaminated with a scholion, as known also from V, N, and 
Ve, Eic Mobcav lapPoc fJocicxeroc; to the scholion belongs also the word cnovSeioc, which 
has got in among the notes to no. 24. 2. Each new poem begins with ecthesis and enlarged initial. 
Nos. 25 and 27 receive this treatment despite having no headings of their own in the tradition. As 
these two poems occupy respectively only four and a half and twelve and a half lines, the right- 
hand half of the last line in each case remains empty, and is used for the heading of the next 
poem. In the left margin, level with 25. 9-27. 7, there stands another scholion, again known from 
the other manuscripts. 

N has the same layout in detail, except that it fails to mark Ka^rojieia (25) as the start of a 
new poem. V, on the other hand, diverges in a way that was to have significant consequences: 
the empty half-line at the end of no. 25 was used for the first line of no. 26, so that in what fol¬ 
lowed the allocation of verses to columns was reversed. The heading was shifted into the space 
between the columns, while the scholion was split in two and accommodated in the middle and 
the right-hand margin. Consequently incipits had to be indicated by paragraphoi (nos. 26 and 28) 
or by aXXcoc (no. 25). In the manuscripts copied from V the sequence was not correctly fol¬ 
lowed, and the order of verses became more and more confused. 

Ve, which has no notation and is written continously like prose, marks verse-end throughout 
with : and the end of a poem with :+ (after 25. 9), : * (after 26. 6), :- (after 27. 25 and 28. 20). 
Three poems, nos. 24, 26, and 28, begin with enlarged initials. The headings to nos. 24 and 26 
are incorporated in the running text, while that to no. 28 is added in the right margin; the second 
scholion is omitted. 

The apographa of V, N, and Ve and the early editions call for no further discussion following 
the studies of Heitsch and E. Pohlmann. 4 It remains to ask in what relationship V, C, N, and Ve 


1 It has all of Ve’s distinctive variants (no. 28, title Etc Neiieciv; 16 cpotxdv), and the additional errors 27. 7 
XiovoPEtpctpoi), 9 kn t%v£ct. At 27. 24 it makes the easy correction Yavoxat for yawDiat. 

2 Salmanticensis Univ. gr. 2748 (63 Mathiesen). The other eight manuscripts presented as new by Mathiesen 
(1981), 15 f., 21 f., were already known to Heitsch (1959), 36-43, who had eliminated them as apographa of V. The 
Salmanticensis is also to be eliminated, as it derives from V through Mathiesen’s no. 95, as may be seen from the 
form given to the Nemesis Hymn in this group, upvoc NepECEcac instead of upvoc sic NapECiv, and from the con¬ 
fusion in line-sequence that stems from V (see below). 

3 Paris. Coislinianus gr. 173, f. 222 v (138 Jan, 103 Mathiesen). 

4 Heitsch (1959), 36; Pohlmann (1994), 187-9. 
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stand to one another. Heitsch derived V, N, and Ve directly from an archetype a . 1 However, such 
a simple construction is no longer tenable. It is true that all four manuscripts are independent of 
one another and dependent upon a common source, as the various separative and conjunctive 
errors recorded in the apparatus show. It can further be inferred that already in the archetype (a) 
the heading of the invocation to the Muse was contaminated with metrical glosses, ( b ) there were 
three headings but five incipits, and (c) the second half of no. 28. 6 had no notation, as in N, 
which explains why V omitted the words too. 

Four passages, however, show that these manuscripts were not direct copies from a. At 26. 6 

V C have the correct ei5%aixac, while N Ve have the unmetrical eux&xac. It is in accord with 
this that V C correctly indicate a new incipit at 25. 5 with aXAcoc or ecthesis and enlarged initial, 
while N Ve run the two poems into one. N Ve, therefore, have a common exemplar (y). Further, 

V correctly has in the margin at 24. 1 the metrical gloss tajipoc, which finds its logical con¬ 
tinuation in the C7cov5eioc Icxppoc paK%etoc at 24. 2, whereas C N Ve omit the first tappoc. 
And at 27. 9 V alone has the metrically necessary \%vecci , while C N Ve have ’ixveci. These 
shared errors in C N Ve point to a further hyparchetype (P). This gives us the stemma: 



As already mentioned, the Mesomedes hymns are transmitted as an appendage to the treatises 
of Dionysius and Bacchius. Chr. Tertzis has investigated the 23 manuscripts in which Dionysius 
is transmitted and arrived at the same stemma for V, C, and N. 2 He left Ve out of consideration, 
as it contains only Bacchius and not Dionysius. 

Further confirmation of the stemma for Mesomedes is given by the musical notation. If one 
compares the variants for the notation in V, C, and N given in the apparatus as far as 27. 13, it 
appears that C and N often share errors against V. 3 But V is also on occasion in error against C 
N. There are many omissions, sometimes explicable as haplographies (24. 1; 25. 6), but more 
often to be accounted for otherwise: 

In a accents and breathings had to share the space above the line with the note-symbols, as 
can be seen most clearly from V. Hence it is understandable that in six cases the acute accent has 


1 Heitsch (1959), 41-3. 

2 Tertzis (to be published). 

3 A check of V and its apographa disclosed that Jan (1895), 462, 464, and (1899), 48, 50, overlooked a note 1 

over 27. 8 dvxvya and a note C over 27. 12 aicxiva. He had relegated a further note I to the apparatus (at 27. 9 

Ixvecci). C cancels a sixth C at 25. 6; N cancels an A at 27. 14 and adds the correct R above, corrects a wrongly- 

made C in the margin at 28. 16, and uses square and rounded forms of the note U side by side (at 28. 18 81kccc). 


displaced the note I. 1 Three times this note seems simply to have been overlooked. 2 So where 
there are notes missing over acute syllables in the portion transmitted only in N, it will be rea¬ 
sonable to supply the note 1, if this results in a plausible melodic line; in other cases the preced¬ 
ing note may be repeated. 

Further, comparison of the manuscripts (see the plates) shows that where there are gaps, N is 
especially prone to arbitrary redistribution of the notes. Thus V and its apographa P and Mo 3 

ICOM CP M C COM CPM 

give at 27. 8 avtuya rcd) and at 27. 12 due xi va, while N has avroya and a k x t va, 
in both cases producing a clash of melody and accent. But such errors may already have been 
present in a. 

Taking all the clearly identified note-symbols together, we obtain a segment of the Lydian 
scale: 1 (e), R (/), O (g), C (a), P (^), M (c'), I ( d'\ Z ( e'\ E (/*'), U (g'), to which is added an 
exharmonic N ( cW ) from the chromatic Hypolydian scale. 

The note R has led to a series of variants in the manuscripts. Thus at 25. 6 V C have R and N 
has A, while in the next line V has R and C N have P. At 27. 14 N has again misread R as A but 
corrected the error in the margin. After this point the scribe has understood the sign, rendering it 
correctly at 28. 7,10, and 11. 

The mistakes are divided between p and N, as the R is always correct in V. Its misreading as 
P in p at 25. 7 lends colour to M. L. West’s conjecture at 28. 10, where he eliminates a clash 
between melody and accent by reading R <D R R instead of R CD P P. 4 

At four places (24. 3 f.; 25. 6) Jan read in V the note H (e/), where N gave N (c#'). 5 C agrees 
with N in all four places in giving N, so this was evidently the reading of p. The supposed H in 
V is fact nothing but a cursive N, of the kind that V uses in final position in the text. This inter¬ 
pretation, already considered by Jan, was taken up by Reinach, 6 who explained the N in the in¬ 
vocation to the Muse as an exharmonic note analogous to the O (b) in Athenaios’ Paean. 7 This 
led him to question Mesomedes’ authorship of the poem and to date it earlier, nearer in time to 
the Delphic hymn. 8 

A variant at 25. 8 calls for emendation against all the manuscripts. V C give a clearly legible 
f (/), while N gives the same sign with breaks in the crossbar. T would belong in the Lydian 
Synemmenon tetrachord, which is not otherwise represented; it makes no sense, coming as it 
does just after the regular E if') and Z (e') of the Diezeugmenon tetrachord. It was already 
emended to I ( d ') by Reinach. 9 The error perhaps goes back to l~, as written at 24.3 (N C) and 
27. 13 (V), i.e. I plus diseme. 


1 25. 8 nauiv; 27. 8 dvxuya, rccbtaov, 9 ixvecci, 8uqkeic, 12 (xptcXekcov. The confusion of notes and accents 
shows that the same colour of ink was used in a for both. Bellermann (1840), 62 already reckoned with such confu¬ 
sions. 

2 24. 2 ejj.fjc; 25. 9 eopEVEic; 27. 9 im . 

3 Paris, gr. 2532 (126 Jan, 95 Mathiesen); Monac. gr. 215 (69 Jan, 20 Mathiesen); facsimiles in Bellermann 
(1840), pi. I-II. 

4 West 1 (1992), 11. 

5 Jan (1895), 458. 

6 Reinach 1 (1896), 17. 

7 See p. 73. Gombosi (1939), 132 f., derived these four Ns or Hs from badly written M in the archetype. 

8 Reinach 1 (1896), 19, 22. 

9 Reinach 1 (1896), 16 f. 
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The numerous omissions of notes fall into different categories. At 28. 7 xpoxov and 19 
jieya>iavopiav the note is missing on the accented syllable; supplementing I yields a melodic 
line in accord with the accents. 1 At 28. 8 the acute belonging to cxpecpeToa is displaced over the 
(p, probably resulting in the loss of an I over cpe. 

I MIM IM IM MP C 

At 27. 10 V gives dyaXX6p.£voc and N dyaX^ofievoc, while at 27. 16 N has -tov apLpav. 

In both cases an I has been lost above the accented syllable and the remaining notes have moved 

I M <l>l M M p<|> C 

out of place. The melody can be restored by emending d'yctAAopEvoc and -xovcxpepav. 

On the other hand, at 27. 15 ceOev and 28. 8 j-icporcoov, where again the accented syllables are 
bereft of notes, the insertion of I is not appropriate, as it would put the accented syllable on a 
lower note than the surrounding unaccented ones. In these instances it is better to assume a 
haplography and repeat the preceding note. Loss of I may again have occurred at 28. 4, where 
the transmitted notes on xaUvcoi put the first, unaccented syllable a tone higher than the other 
two; the difficulty is resolved by reading I M <l> M or I M <ll> M. 2 

In other places we have nothing to guide us. At 24. 2 three notes are missing, no doubt dis¬ 
placed by the gloss cftovbctoc. No. 26 has no notes at all apart from an isolated C in V, it may 
be that these verses, which form a separate prooimion, were never set to music. At 28. 6 the sec¬ 
ond half of the line lacks notation in C N and is omitted altogether in V. Bellermann skilfully 
filled the lacuna from the melody of line 10. 3 

Finally, 28. 20 has lost all its notes except for a Z over the initial syllable. Here we can turn to 
the melody of line 8, which also begins with a Z and (perhaps not coincidentally) has the same 
pattern of accents as line 20. The reprise effect that this supplementation would produce is at¬ 
tested in no. 27, where again the last line (25) repeats the melody of a previous line (23) without 
clashing with the word accents. 

At 28. 12 (where the verse text itself is corrupt) Jan diagnosed a dittography, and deleted one 
of the three M’s above ocppbv. 4 A similar treatment is called for at 28. 1, where, if one works 
back from the end of the line and allocates the note symbols according to the accents, there are 
five notes on 7tT£po£Cca. By deleting the second M, melody, metre, and accent are brought back 
into harmony. 

The rhythmical notation in the manuscripts is, compared with that of contemporary musical 
papyri, very sparse. But this is not surprising in view of the metrical simplicity of the poems. 5 
Occasionally we find disemes (24. 3 Z~ and f; 25. 8 and 27. 13 f), but only the T, drawing at¬ 
tention to a long anceps, seems to serve a useful purpose. No doubt other disemes have disap¬ 
peared, as the manuscript variants indicate. But we cannot assume that originally every long note 
was so signalled. 


1 Cf. above, pp. 108 f. 

2 West 1 (1992), 11. 

3 Bellermann (1840), 82. 

4 Jan (1895), 470. 

5 No. 24 consists of two iambic tetrameters with catalexis; no. 25 of two hexameters with a lekythion as clau¬ 
sula; no. 26 of spondaic heptasyllables, such as Mesomedes uses also in his hymn to Physis (Heitsch (1961), 26 no. 
4), closing with a dactylic tetrameter; nos. 27 and 28 of ‘apokrota’ (uu - u u - u u - u -) in irregular alternation 
with their catalectic equivalent, the paroemiac (uu - u u - u u - -). For this metre see West (1982), 172 f. 


Nos. 24-31 MESOMEDES 111 

Of greater significance is the leimma found six times in nos. 27-8 (27. 8, 9, 21; 28. 3, 10, 13). 
V and C, so far as they carry notation, agree with N on this matter. The leimma occurs only in 
catalectic lines and stands between the penultimate and the final note or note-group, taking the 
place of the suppressed short syllable. As the papyri have shown, the function of the leimma is to 
add length to the preceding note. It indicates that the clausula - u - (J J) becomes - 1 - (J. J). 
This is confirmed by 27. 23 and 25, catalectic lines in which the penultimate syllable is furnished 
with three notes (J> J> J>) and must have triseme value. 

There are several catalectic verses in these two poems where the leimma is missing (27. 7, 13, 
14, 18, 19, 22; 28. 4, 9). 1 This is not surprising. A scribe who took the leimma as a note-symbol 
A would attribute it to the final syllable of the catalectic line, and in fact, as R. Wagner has 
shown, where the leimma is preserved, it usually appears in the manuscripts together with the 
following note above the last syllable. 2 This does not, however, as Wagner supposed, mean that 
it belonged rhythmically to that syllable. 

In two passages the trace of a vanished leimma is perhaps to be recognized in an anomalous 
acute accent. At 27. 7 C N give done with the notes O C, where we expect O AC, but V gives 
aouc (no breathing or accent) with the notes O / C. Apparently the copyist took the /, relic of a 
A, as an accent belonging to done, so he added no other. 

Six lines further on, all manuscripts give Tidyav, and N, the only one still providing notation, 
furnishes the word with the notes M P P C, where we expect M P A P C. The paroxytone accent 
is in accord with the melody, which fits West’s 7tdvav, but not Bellermann’s 7taydv. 3 Here too, 
possibly, it is the remnant of a leimma. 

R. P. Winnington-Ingram suggested that the catalectic lines without a leimma had a different 
rhythmic value, namely - -* (J J.); this would account for the apparent inconsistency in the use of 
the leimma. 4 But in the outstanding passages we should probably assume the loss of a leimma 
and interpret the rhythm accordingly, particularly in view of the fact that they all fall in the por¬ 
tion where the notation is transmitted only in N. 

How are we to understand the catalectic lines in which the penultimate syllable is given two 
notes? Where a leimma (or a trace of it) is preserved, it always comes after the second note, 
never between the two (27. 8, 13, 21). The implication is that the rhythm is AJ, giving a synco¬ 
pated effect in relation to the underlying metre, i.e. J>J J instead of the paradigm J J . 5 This is 
unexpected, but it is clearly what the notation indicates, and that must be our guide. The same 
must be assumed where no leimma survives (28. 9). 

There remain three cases of catalexis without leimma in no. 24 (lines 2 and 4), no. 25 (line 9). 
Here the suppressed short is allocated to the final syllable, which in the second instance is actu¬ 
ally set to two notes. 

The three titles that stood in the archetype a are due to a copyist who thought he had three 
hymns to deal with, one to the Muse, one to Helios, and one to Nemesis, and who derived the 
titles from the texts. The page layout, however, implies five poems: three prooimia (no. 24 to the 
Muse, no. 25 to Calliope and Apollo, no. 26 to Phoibos), followed by two hymns (no. 27 to He¬ 
lios, no. 28 to Nemesis). The supposed ‘Hymn to the Muse’ (nos. 24 + 25) cannot be a single 


1 At 28. 6 and 20 the notation is partly or wholly lost. 

2 Wagner (1921), 287-9. 

3 West 1 (1992), 10; Bellermann (1840), 27, 33 f. 

4 Winnington-Ingram (1955), 82 f. 

5 West 2 (1992), 306. Pohlmann (1970), 27, took the contrary view. 
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piece. G. Hermann and Wilamowitz 1 saw that the iambics of no. 24 with their Ionic vocalization 
must be separated from the Doric hexameters + lekythion of no. 25, making two independent 
prooimia, just as V indicates with its aTAcoc and C with its ecthesis and enlarged initial. The 
page layout, then, is older than the headings. It follows that at 27. 7 too the ecthesis and initials 
in C N and the punctuation : • in Ve, as well as the change of metre and the re-start of notation, 
must be taken as evidence for the beginning of a new poem. 

Wilamowitz clearly recognized the separate status of 26. 1-6: ‘Die ersten sechs Verse haben 
keine Noten; sie konnen ein altes Proomium sein oder bilden doch ein solches nach.’ 2 The con¬ 
tent alone would not compel us to make the division, even though the prooimion speaks of Phoi- 
bos, while the hymn is to Helios; Apollo and Helios were, after all, identified at an early date. 3 
But Heitsch, without actually separating the poems, made clear the linguistic break after no. 26. 4 
The manuscript evidence now impels us to treat no. 26 as an independent prooimion, and to 
group it with the two preceding prooimia. P. Maas went a step beyond Wilamowitz, conjecturing 
that all three prooimia were older than Mesomedes, though he allowed that the musical settings 
of the first two might be by the Cretan. 5 

Further evidence for the history of the text is to be found in the metrical-musical scholia, 
which must have stood in a and which have parallels in O, the branch of the Mesomedes tradi¬ 
tion that lacks musical notation. Bellermann was able to reconstruct a scholion which explained 
the purely iambic line 24. 1 as uxpPoc and the catalectic line 24. 2 as crcovSetoc uxppoc Pock- 
X£ioc, but which came to be divided between the heading and the line of notation. 6 It is due to a 
glossator who, instead of reckoning with iambic metra and catalexis, divided lines mechanically 
into feet. 

Another, longer scholion, which makes no sense in its present position, uses a different termi¬ 
nology: cu^uyia Kax’ avxlBeciv. 6 novc - u icai u -. yevoc 5urA,acu)v. 6 puBpoc 
Scodemcripoc. C N have it in the left margin, level with 25. 9-27. 7; V divides it between the 
right margin and the intercolumnium; Ve leaves it out. Bellermann, W. Christ, Jan, and 
Wilamowitz tried in vain to reconcile it with the iambics or hexameters of the prooimia to the 
Muse. 7 Reinach and Homa realized that the copyist of a meant the scholion to refer to the begin¬ 
ning of the hymn to Helios (27. 7). 8 But it does not make sense there either. In itself it is per¬ 
fectly intelligible: it describes a choriambic dimeter in the terminology of Aristoxenus or Aris¬ 
tides Quintilianus. 9 The verse comprises twelve time-units. Each choriamb consists, as its name 
implies, of a xopexoc, i.e. a trochee, and an iambus, two antithetical components, each of them 
assigned to the yevoc 8inXdciov, that is, having their arsis and thesis in the proportion 1:2. 

That the scholiast understood the Aristoxenian terminology in this sense can be confirmed 
from the noteless branch of the Mesomedes tradition. There, in the codex Ottobonianus, three 


! Hermann (1877), 343; Wilamowitz (1903), 97. 

2 Wilamowitz (1921), 604. 

3 E.g. Oinopides VS 41.7; Higgle (1970), 147. 

4 Heitsch (1960), 145. 

5 Maas (1933), 156 with nn. 1-2. 

6 Bellermann (1840), 53 f. 

7 Bellermann (1840), 54; Christ (1874), 600; Jan (1895), 461 f.; Wilamowitz (1903), 97 n. 2. 

8 Reinach 1 (1896), 13 n. 1; Homa (1928), 21. 

9 Aristox. Harm. 2. 34 and Arist. Quint. 1. 52 f.; Aristox. Rhythm, pp. 14-16 Pearson and Arist. Quint. 1. 34 ff. 
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further poems carry scholia of the same type. In addition the notation-keys of the (lost) musical 
settings are stated. 

The scholion to the Isis hymn (no. 29) is perfectly in place. The specification of ten-unit lines 
composed from a pyrrich and an iambus corresponds exactly to the metre of the hymn, actually 
paeonic dimeters with their various resolutions and contractions. What Aristoxenus treated as a 
coherent entity, the paean (uu u uu), is here analysed as a compound, pyrrhich + iambus, much 
as in Bacchius, who divided it into a trochee and a pyrrhich. 1 The identification of the key as 
Hypolydian shows that the piece was once transmitted with notation. 

As for the scholion to the Physis hymn (no. 30), Homa had difficulty in reconciling it with the 
spondaic metre of the poem. He argued that rcpoKe^e'DCj-iaxucoc here referred not to a measure 
consisting of four shorts, as usual, but to its doubling, four longs, equivalent to two spondees, the 
long syllable constituting the basic time-unit. 2 The poem is in fact composed in lines of seven 
long syllables with no resolution. If the scholiast describes the rhythm as OKidcripoc, he may, 
Homa supposes, have found a diseme leimma at the end of the verse in his notated exemplar and 
counted it in. But it is more plausible to refer the metrical part of the scholion to the poem On a 
Swan (no. 10 Heitsch), or to a lost poem in the same metre, namely anapaestic monometers with 
much resolution, often giving proceleusmatics. 

The first of the two poems On a Sundial comes with a lengthy scholion that falls into two 
halves. The first part, printed above as no. 31, would, if the sequence iambus-trochee were taken 
at face value, point to antispastic dimeters, an ancient form of analysis of the glyconic or related 
measures. 3 If the order is reversed, we get the same choriambic dimeters as in the scholion to the 
Helios hymn. But the poem in question contains neither antispasts nor choriambs; it is in the 
same metre as the hymns to Helios and Nemesis. The two scholia have evidently got into the 
wrong places. They probably referred to two lost poems. 

There remains the second and longer part of the scholion to the sundial poem. It appears to be 
a later gloss which vainly attempts to interpret the misplaced first part and reconcile it with the 
hendecasyllabic metre of the poem: (be pev rcpoc oXov xov cxixov 6 pu0poc 8(o5eKacr|fxoc* 
evSekoc yap eext cuM,a(3aiv, t] 8e xov cxixov xs^euxaia ovea xov xorcov, evoc Xeircovxoc 
Xpovov, oxt 8(o5eKacii)^Xapoc 6 cxixoc ecxiv, ri xeXevxodcx cvMapfi y' xpovoav ecxiv. This 
was evidently written by a Byzantine who no longer measured syllabic quantities but merely 
counted syllables, and who endeavoured to reconcile the 5a)8eK(xcr|}ioc of the intrusive scholion 
with the eleven syllables that he found in the verses. He confused syllables with time-units— 
these apokrota contain not eleven or twelve but fifteen xpovoi npcbxoi—and explained the count 
of twelve in an eleven-syllable verse simply by assuming an extra time-unit in the final syllable. 

I. Henderson was moved by the scholion to deny the transmitted musical settings to 
Mesomedes and to explain them as Byzantine reconstructions applied to his poems. 4 Her princi¬ 
pal objection was to the musical setting of an eephrasis such as On a Sundial , as implied by the 
statement of a key. The difficulty disappears once it is accepted that that first part of the scholion 
did not originally belong to this poem. Nor does the fact that the second, syllable-counting part 
of the scholion is of Byzantine date prove that the Mesomedes melodies are not genuine, for the 


1 Aristox. Rhythm, pp. 16-18 Pearson; similarly Arist. Quint. 1. 34 ff.; Bacchius 100 f. (p. 315 Jan). 

2 Homa (1928), 8; cf. Arist. Quint. 1. 36. 

3 Hephaest. Ench. 10. 2; Schroder (1929), 11; (1930), 19, 157; Koster (1936), 21, 179 n. 1; Snell (1955), 23 n. 
1; Dain (1965), 22. 

4 Henderson (1957), 371-3. 
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first part, which it is attempting to explain, belongs to an older stratum of scholia in a and O 
which show a correct understanding of quantitative metre, and which presuppose the musical 
settings of several poems, as they specify the notation-keys in three cases. Thus Henderson’s 
observations become arguments for the age and authenticity of the settings, both the preserved 
ones and those attested by scholia. 

Henderson’s other arguments against the genuineness of the melodies do not stand up to 
closer consideration of the transmission. The incompleteness of the rhythmical notation is cer¬ 
tainly noteworthy; but at least in the case of the leimma this may be attributed to progressive 
degradation of the tradition, such as we were able to see in the extant manuscripts. 1 Then it 
might seem supicious that the notation in N is written in red ink, as Byzantine notation is. But 
we have seen that in the archetype the text, accents, and notation were all written in the same 
colour of ink, scil black. 2 

Finally, the observation that the melodies do not show such careful regard to the word accents 
as in most of the fragments on stone or papyrus loses its force when it is borne in mind that the 
portion from 24. 1 to 27. 9, where the notation is transmitted in three manuscripts, is free from 
disagreements except for the initial rising fifth, paralleled at the beginning of Seikilos’ song. So 
is 27. 10-12, preserved only in V and N, once one easy correction has been made. 

The disagreements of word accent and melody are more numerous in the remaining portion, 
where N is the sole source: 27. 13 naydcv, 16 tlkxooclv; 28. 4 xocXlvwl, 10 yaupoupevov, 15 
poica. Here the fault may lie with the transmission. West has proposed emendations which 
would correct all the clashes. 3 In any case it will be better not to rely on this part of the text in 
arguing about authenticity or in making comparisons with the other musical documents in regard 
to the treatment of accents. 4 

Homa and Heitsch both concluded that the two separate branches of the Mesomedes tradition, 
a and O, went back to a single ancient edition, and they speculated about its contents. 5 We can 
add that it contained a couple of poems that have now disappeared and are attested only by 
scholia. Musical settings are certain only for the first two of the prooimia (nos. 24-5), for the 
hymns to Helios (27), Nemesis (28), and Isis (29), and for two lost poems (30-1). 

The Nemesis hymn was perhaps followed by Ariphron’s hymn to Hygieia, which precedes 
the other poems in O. Homa’s conjecture that this poem from the fourth century BC was set to 
music by Mesomedes deserves consideration; at any rate it suddenly became well known again 
in Mesomedes’ time, as the multitude of quotations and the epigraphic evidence indicates. 6 

Finally, a further indication of the poems’ provenance is given by the peculiar note before the 
Hygieia hymn in O, rcape^eflMiBricocv ano xfjc MovciKfjc. Compare the heading of the 
‘Hormasia’, fj koivti oppacLa p cxtio it \c Movcncrjc p£TapXrj0eica, and the note (xtco Tfjc 

1 Above,p. 111. 

2 Above, p. 109 n. 1. 

3 West 1 (1992), 10 f. 

4 Jammers (1941), 107, remarked that in the Helios and Nemesis hymns the accentual clashes were concen¬ 
trated at the beginnings and ends of verses. Of the five instances that still remain in our improved text, two occur in 
the first word of the line (27. 16; 28. 10) and three in the last (27. 13; 28. 4, 15). The clash at 27. 23 -bjco is only 
apparent, as the preposition in proclitic position really has no accent. 

5 Homa (1928), 6, 30 ff.; Heitsch (1959), 42 ff. 

6 Plut. De virt. mor. 10, 450b; De frat. am. 2, 479a (hence Stob. 4. 27. 9); Luc. Laps. (64) 6; Max. Tyr. 7. 1; 
Ath. 15. 702ab; Sext. Emp. adv. Math. 9. 49; Them. Or. 11. 15 lbc; IG 2 2 . 4533 (Athens, 3rd c. AD); IG 4 2 . 132 
(Epidaurus, 4th c. AD). 
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Moucticfic attached to some excerpts on music theory edited by Reinach. 1 Reinach postulated as 
the common source a corpus of theoretical writing on music which bore the title f] Moocucfi. 
This may have been the channel by which Mesomedes (apart from the two Anthology poems) 
was transmitted. 


1 Pohlmann (1970), 32 no. 6; Reinach (1897), 324. 
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Nos. 32—7 ANONYMI Bellermann § 97-101; 104 Third-fourth century AD? 

No. 32 §104 K«X.ov £^dcr||xov 
i Lu<Dc<nun<nFC 2 cuiuiD< 

No. 33 § 97 "AUoc e^dcimoc 

3 HTLFf-Lrf 4 hFrChTFL 5 hLFFhFLP 

No. 34 §100 Texpacripoc 

6 HTLFl-LrF 7 H F T L H T F L 8 hLFrhFLT 

No. 35 § 98 Aco5eKdcri|aoc 

9 hAFhFCACLhA 10 C A FFLLT ATFLA 

11 hTLrLF AC LF A 12 CFCFLFACLhA 

No. 36 § 99 < M AA,7,oc > StoSeicdcTiiioc 

13 hrALFCulA< 14 <1AuCFLrAh 

No. 37 §101 ’ OKxco<Kax5eKd>crjjj,oc 

15 hAFLFC F C 16 hATLFCFL 

17 HALPl-Lril 18 CFFFFTFLh 

Notation 1 The notes < (Bellermann 1841, 98) appear in V as I- 2C UlUinV, CuHu Najock (1975), 
33 < Pohlmann (1970), 36, < Westphal (1867) Suppl. 52, H in V 3 First H Bellermann (1841), 94, H in V 5 

Bellermann (1841), 94, F in V 9 A Westphal (1867) Suppl. 50, A in V 11 A Pohlmann (1970) 38, A in V, 
Westphal (1867) Suppl. 50 12 A Westphal (1867) Suppl. 50, A in V 13 H and < Westphal (1867) Suppl. 50, 

h- and i— in V, < Pohlmann (1970), 38 14 r Westphal (1867) Suppl. 50, < in V. 

Text No. 35 SmSEKdcripoc Westphal (1867) Suppl. 50, ev5eKdcrip.oc V No. 36 <aM.oc> Pohlmann (1970), 38 
No. 37 OKTOKai.6EKdcTm.oc Pohlmann (1970), 38, 6eKacr||j,oc Westphal (1867) Suppl. 52, oKTacTipoc V. 
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No. 32 



No. 34 



No. 36 
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No. 37 
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These six Lydian instrumental items have been known since 1841: they stand at the end (§97- 
101 and 104) of a compilation of treatises on Greek music first published in that year by F. Bel- 
lermann . 1 11 Their purpose is clearly to illustrate the use of the rhythmical symbols. 

Bellermann used six late manuscripts for his edition. A. J. H. Vincent published a translation 
and commentary, divided the text into two separate treatises , 2 but made little improvement to the 
text of the melodies. R. Westphal appended the pieces to his Rhythmik, adducing two more late 
manuscripts . 3 C. von Jan studied the structure of the compilation and identified the beginning of 
a third treatise at § 66, 4 but did not include the melodies in the appendix to his Musici scriptores. 
R. Wagner was the first to consult Venetus Marcianus VI 10 (V), but contented himself with 
commenting on the rhythmical notation . 5 E. Pohlmann showed that Bellermann’s Anonymi rep¬ 
resent an aggregate of independent technical writings, to which the instrumental melodies were 
appended subsequently . 6 D. Najock produced the first critical edition , 7 and gave a definitive ac¬ 
count of the manuscript relationships . 8 

The manuscripts fall into three groups. We can ignore all those that contain only excerpts, as 
they omit the sections with the melodies . 9 Three further manuscripts, Neapolitanus Graecus III C 
4 (N; already known to Bellermann), its apograph Vaticanus Urbinas 77, and Florentinus Ric- 
cardianus 41 (F), do not contain the melodies and likewise remain out of consideration here . 10 A 
third group of manuscripts, which contain the whole of §§1-104 and thus include the melodies, 
derive from V, which is therefore, so far as the melodies are concerned, the codex unicusf 

This disposes of an argument of Vincent against the antiquity and genuineness of the melo¬ 
dies. As they did not appear in N, the oldest of the manuscripts known to him, but in all the later 
ones, he inferred that they were later inventions . 12 Now that we know that the oldest manuscript 
is V, which does contain them, the situation is reversed: the redactor of the branch to which N 
and F belong omitted §§83-104, perhaps because he had noticed that §§83-93 were identical 
with §§ 1 - 11 , and ended his version of the compilation with a table of scales and with the much- 
excerpted chapter 3. 16 of Ptolemy’s Harmonics on the connection between the stepwise con¬ 
struction of the scales and the planetary system . 13 

A glance at pi 9, however, will show that V too has its deficiencies. The page in question, f. 
197 v , is a jumble of additions and notes. After the end of §94 (u 7 t£p^u 8 iov) and §95—known 
from Aristides Quintilianus, p. 31. 24-7 W.-I. and Aristoxenus Rhythm . 2, 6 , p. 4 Pearson—there 
follows as §96 a scale of notes with reference numbers for the interval ratios, much as in the la- 


1 Bellermann (1841), 94-8; see pi. 9. 

2 Vincent (1847), 5-13, 14-63. 

3 Westphal (1867), Suppl. 50-3. 

4 Jan (1871), 414 f.; (1894), 2326. 

5 Wagner (1921), 289-92. 

6 Pohlmann (1975); 2(1994), 190 f.: §§1-11 = §§83-93, §§12-28, §§29-66, §§66-82, appendix: §§94-104. 

7 Najock (1972), (1975). 

8 Najock (1975), vi-xxii. 

9 Mathiesen (1988), nos 14, 52, 250 (§103 only); nos 114 (§29 only); no. 270 (§§29-57 only); no. 299 (§§33- 
69, 78 only). 

10 Mathiesen (1988), nos. 203 and 255 (§§1-82 only); no. 176 (§§1-78 only). 

11 V (Mathiesen 1988, no. 273) is the source of nos. 20, 36, 41, 87, 89, 95, 172, 181, 198, 200, 204, 219, 230, 
238, 253, and 284; nos. 41 and 284 were not known to Najock: see Pohlmann 2 (1994), 188. 

12 Vincent (1847), 229. 

13 Cf. During (1930), lxxvi, lxxxiv ff. 
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cunose §79. In the right-hand column stands §103, an independent table of interval ratios. Then 
come the musical examples: on the far left §97 with §100 below it, to the right of them, reading 
downwards, §§98, 99 , 101 , and at the bottom § 102 (a table of symbols for pauses, which would 
be more in place in §1 = §83); and finally in the right-hand column §104, which probably be¬ 
longs before §97. 

The notation of the examples is also defective, as the critical apparatus indicates. The scribe is 
especially uncertain in the placing of the arsis-points. Wagner limited himself to discussing the 
pointing of §§97 and 100, where it is best preserved . 1 In § 100 (no. 34) we have a measure of four 
time units (xexpcxcripoc) with the clearly preserved pointing uuuu. The same note sequence 
appears in §97 (no. 33) in a six-unit measure (e^dcripoc), pointed u-u -. 2 §104 (no. 32) is also 
in six-unit measure, but here a different scheme must be restored, u-u -. 3 

For the rest, the picture is more confused. §98 (no. 35) is headed in the manuscript ev- 
8eK(xcTipoc, and three of the four lines have just eleven notes, none marked as diseme. The sec¬ 
ond line, however, has twelve, and on this basis Westphal added a diseme in each of the other 
lines and emended the heading to 8(o5£Kcxcripoc. The pointing is erratic, but the fact that there 
are points on the fourth, fifth, (sixth?), and final notes in 10 , the fourth, fifth, and final in 11 , and 
the fifth (and fourth?) in 12 , together with the analogy of § 100 , may suggest the pattern 
uuuuuujuuuu-. §99 (no. 36) is a scale in ‘twelve-time’ rhythm; from the irregular pointing in 
V we may consider either -uu|uuuu|uu-, the rhythmization assumed in our transcription, or 
(parallel to no. 35) -uuuu|uuuu-. Finally, § 101 (no. 37), in ‘eighteen-time’ rhythm, should 
have three points in each of its four measures, as indeed transmitted in lines 15 and 17. The pat¬ 
tern should presumably be uuuuuuu-. 

The didactic purpose of these items is obvious. Three of them lack any musical character: §99 
is simply an ascending and descending scale, while the melody of §§97 and 100 consists of six 
permutations of the notes d ef g (keeping d as the initial note). This helps us to understand §80 
of the Anonymi, where the note-series d ef g dg, followed by its inversion gf ed gd, is written 
out twelve times, starting each time from the next highest note. The whole series of 144 notes is 
then written out backwards in §81. These sections have no rhythmical notation; it is evidently a 
purely melodic exercise. But such exercises might also be sung, as §78 indicates. 

Although the melodies are so formulaic, the examples in §§97-104, which, as we have just 
seen, are closely connected with those in §§78-81, cannot be dismissed as the additions of a 
Byzantine copyist. On the contrary: just such systematic use of abstract combination and per¬ 
mutation was characteristic of Hellenistic schooling. In the same way, the pupil learning to 
write, after mastering the alphabet, was taught the systematic combination of letters in syllables , 4 
and in grammatical instruction paradigm sentences were rotated through all the cases in singular, 
dual, and plural, without regard to the resulting sense or nonsense . 5 So the little instrumental 
pieces of Bellermann’s Anonymi, even if they have little artistic significance, may be taken as 
documents of musical education in antiquity. 


1 Wagner (1921), 292 f. 

2 This should be understood as equivalent to u-u-, the normal allocation of thesis and arsis in iambic rhythm 
(Arist. Quint, p. 38. 5 W.-I.), and so marked in no. 23; cf. West 2 (1992), 137. In no. 38 ii 6-8 we again find the 
arsis-point written over the last note only. 

3 Here again the arsis should be taken as embracing two notes, u-u-. 

4 Ziebarth (1913), 4 f.; Marrou (1957), 221-5. 

5 Ziebarth (1913), 16 f.; Marrou (1957), 256 f. 
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PAP. OXY. 2436 


Second century AD 


]0 C O 


] R ? M 

] e p e i cp a 

4 

] . n n o c 

] O :RC 


] l £ 

] . X P £ vc 

5 

] cp a t v e 

]c i 


] O C 

] p (D V 

6 

] 8 o p o i c 


] U[ ]? UZM UU 0[ 

Col. ii 1 [ Jiova xa[ .iTCTCLTixj/aocoSeiif 

?JM Z Z ? [ ]?Z U U 0 E U [ 

2 [J v o 6 e ja o [.] . [. .] v o [ t Jaicapecoc'op.'nxt 

Z U Z [ ] /vi PM:MZ U Z[ 

3 p. o x> p. a X X o v r| a) x e k v rj c a e y cd c it e x> c o [ 

Z Z U [ ] I M M 6 £ IJ C CO [ 

4 a7taAAa[. ] co v k a k co v x o p e v c a x e a[ 

e UE[]?E ZIZJ4Z ZE U ? [ 

5 k a i \l ri x [.] . [. Jpa0T|xepvT|povex>cax[ 

IAMA M M[ ] I M lA 15 Z i £A 0 :OC (D M p [ 

6 eixxcKaxacxeyacTCDpeoc 8xi^£ut£xai7n)pi7tai[ 

EA I i Z[ ] ZUU ZA U i I A i A E[ 

7 AaccexaiTivTcEJiSecaircoAGavKaiKi'c'. co[ 

t EA[ ]? OAUMEMZA Z U E?[ 

8 rc ti c tc o l [ # . . Jcpoa)KoAoipaivoc6ec5o[ 


Notation i 3 3E West, Turner (1959), 121 comparing the £ line ii 4 4 ? West. 

ii lOWest 2?Z West, Z Turner (1959), 120 3 Z, M, Z West M : M Turner (1959), 121, M'M pap. 5 0 West 
E Turner (1959), 120, P West E Z IZM and E U shifted to pa0T|xe and veucax by Pohlmann (1970), 126, 128 
? West 8 EA Turner (1959), 121, West, EA Pohlmann (1970), 126 MEM Turner (1959), 121, [P]ME^ pap. 


No. 38 PAP. OXY. 2436 




Text i 1 (p]ep£i e.g. Turner (1959), 121, £ or y or c or x Kannicht (1981), 270 4 l.mrtoc West, I.etcoc 

Turner (1959), 120 6 56porc Turner (1959), 120, 8 or A or k Kannicht (1981), 271. 

ii 1 ]ioya .xa[ Turner (1959), 121, ]voypeco[ better than ] 7 ton)J.exa[ Kannicht (1981), 271 Itctclti West, r|Tcor) 
Turner (1959), 121 better than riy£CT| Kannicht (1981), 271 8e|x[ West, 5e Atouxpcov] Borthwick (1963), 241 

2]v- 6 5’ £po[c or ]v* 6 5 e po[ Kannicht (1981), 271 Ivu.E West, ]yv[..3 or ]ic[ or ]xc[ or ]x\[ Turner (1959), 121, 
] acx[ Kannicht (1981), 271 tc]<xic Turner (1959), 121 ' Ypiyc[ West,' Ypric[c- or ' Ypfiy Turner (1959), 121, 
7 t]cric "Apecoc 'Ypr|c[c6c- 'Ep]|pou West 1 (1992), 12 3 lipid] |pou Turner (1959), 121 C7E£t>c6[p£0a or -co- 

[pev Kannicht (1981), 271, ' Ep]|pou paAAov T|^)X£Kvr|c , eycb. ctteucoEv, d)c] West 1 (1992), 12 4 dmXXatyfixE 

x]wv West, [-yfiv x]©v Turner (1959), 121, £p]o)v Kannicht (1981), 271, -y©ci x]div West 1 (1992), 12 d[AAd 
West e[ or 0[ Kannicht (1981), 272, pc[ West 1 (1992), 12 5 Kaipp (not cot) doubtfully Turner (1959), 120 f., 

Kannicht (1981), 272, .i^pri [ West 1 (1992), 12 {iccu}pf|x[ West, pfi gx[d]0[ex] pd0riXE (0 or £, p or X) Kannicht 
(1981), 272 pvt|pov£Ucax[e Turner (1959), 121, -cax’teu Kannicht (1981), 272, -cax[-u-] West 1 (1992), 
12, -cccx’[ev Ttovco e.g. Pohlmann (1970), 126 6 cxeyac not crceoc Turner (1959), 120 f., pap., CTE set close 

jcupcoc, not Oupcoc Turner (1959), 121 because of the notes d’-g' 7tupi, 7cai[5ec Turner (1959), 121 (unmetrical) 
7 ceJXdccExcu. (Nic. Th. 46) or tpu], dtraA], ica], pa], cxa], \|/a], 0Xa] Turner (1959), 121 ntaJiSEC (tc or x, v or 
a) Turner (1959), 121 kTc'..<?o[ West, vco[c altered to kl'c'co[c Kannicht (1981), 272, perhaps Kai klcco[ic 

Pohlmann, [kIvecxco Turner (1959), 121 8 itoi[p£V£]c Turner (1959), 121 8o perhaps cancelled Turner 

(1959), 121.’ 
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Pap. Oxy. 2436 was published in 1959 by E. G. Turner and R. P. Winnington-Ingram. 1 Its 
content has been the subject of speculation by various scholars. 2 R. Kannicht re-examined the 
papyrus and presented a new text (without the musical notation). 3 M. L. West, by restoring col. ii 
2-5 as trochaic tetrameters, provided a basis for estimating the column-width, and discussed the 
rhythms and melody of the piece on this assumption. 4 He has recollated the papyrus for the pres¬ 
ent edition. 

It is a fragment from a roll, with a lower margin measuring about 4 cm. The recto contains 
remnants of two columns from a dramatic text with Lydian and Hypolydian notation. In the first 
column there remain only word-ends from six lines, preceded by a gap of at least one line (or a 
lost line that was exceptionally short). This apparently marked the beginning of a new section, or 
of a new item in an anthology. From the second column we have beginnings of the last eight 
lines, each extending for 10.5 to 11.5 cm.; West’s supplements yield a maximum column-width 
of 12.5 cm. 5 The ekBecic at ii 6 marks the beginning of iambic lyrics with frequent syncopation. 
The two following lines are again indented. The hand of the text points to a dating in the early 
second century AD. The notation was added by a different hand, which helps to explain the mis¬ 
alignment of text and notation in ii 5. The verso of the papyrus has remains of a magical text 
from the second or third century. 

The notes used, R (/), O (g), C (a), P (6/), M (c), O (*), ^ (O, I GO, Z (e') 9 E (f\ U (g), 
and perhaps & (a), are from the Hypolydian/Lydian scale system. As may be seen from the 
transcription, agreement of word accent and melody is sought, but there is divergence in two 
instances. 6 

The rhythmic notation employs the diseme, hyphen, stigme, colon, and leimma. Rhythmic 
signs are most prominent in ii 6-8, where syncopated and unsyncopated iambic metra appear, 
much as they are described in a treatise attributed to Aristoxenus. 7 Besides x-u- there appear 
the syncopated forms L u - and u uuu, even L L . The triseme longs are indicated by a diseme 
leimma (A) following the note of the thesis. In one case (ii 6 Ttupcoc) the diseme sign stands 
over the note itself instead of the leimma. The arsis, which carries the stigme, comes after the 
thesis, as in Aristides Quintilianus’ description (1. 17 p. 38. 5 W.-I.). It is similar in the Seikilos 
song (no. 23), except that there the arsis is mostly syncopated. 

From the iambic character of ii 6-8 the first editors concluded that ii 1-5 were also to be 
analysed as iambics, though Turner recognized catalectic endings in the note-groups : MZ and 
CO in ii 3^4. 8 However, his proposal to treat those groups as triseme is not in accord with the 
manner in which trisemes are notated in ii 6-8 (long leimma or three notes). It now appears that 
they represent the ends of trochaic tetrameters, the catalexes being left unmarked in the ancient 
notation. In our transcription we express them with a quaver pause. 


1 Winnington-Ingram (1959); Pohlmann (1970), 126-9 (no. 38); the text also in Page (1962), no. 1024. 

2 Dale in Turner (1959), 115 no. 2; Lloyd-Jones (1961), 21; Gentili (1961); 341, Borthwick (1963); Lesky 
(1964), 244. 

3 Kannicht (1981), 270-2, no. 681 (CATYPOI). 

4 West 1 (1992), 12; 2 (1992), 310 f. 

5 Columns of comparable width are found in no. 8 (12+ cm.) and nos. 41 and 44 (11+ cm.). Wide columns are 
typical of musical texts; many have even wider ones: see Johnson 1 (2000), 66-8. 

6 ii 5 pvtipoveucat’, ii 8 paivaSec. 

7 Pearson (1990), 36-38, 79 f. 

8 Turner (1959), 114. 


No. 38 PAP. OXY. 2436 

Certain details call for comment. At ii 2 ’'Apecoc is provided with three notes, though from a 
metrical point of view it would be read as disyllabic. At ii 3 the ‘elided’ vowel in rjt)TEKvqc(a) 
eytb is both written (scriptio plena) and furnished with its own note; we shall find the same phe¬ 
nomenon in no. 40. In ii 5 a long note appears over the short syllable pa(0), and we must assume 
that a series of notes has been displaced one syllable to the left of where they ought to be, with I 
ZM making a three-note group on the single syllable xep.(v), like £ Ii on per) in ii 4, interpreted 
rhythmically as JJ. In ii 6 there is what seems to be a false arsis-point over Kara. 1 At the end of 
that line 7 ropuiai[ is metrically inexplicable, and the notation does not help to elucidate it. In ii 
7 the notation implies that r\v, 7i[a]r5ec represents an iambic metron, with the lasfsyllable 
scanned long: there is clearly something wrong here. In the last line the note-group MEM should 
have a hyphen or colon to bind it together. 

The editors inclined to see the fragment as a monody from a satyr play, and H. Lloyd-Jones 
concurred. In favour of it are the metre 2 and the calls to the chorus at ii 4 f. and to the country 
folk at ii 7 f. 3 The singer, in view of the TtaXSec in ii 6-7, might be Silenus. 4 As to the subject 
matter, A. M. Dale, pointing to 7t]aic ’'Apecoc, qt)TeKvr|ca, and rcupcoc (ii 2, 3, 6), thought of 
the Meleager story and a monody of Althaea. 5 B. Gentili and A. Lesky even admitted the possi¬ 
bility that the fragment came from Euripides’ Meleagros . 6 But ii 4, 7, and 8 are hard to under¬ 
stand on such a hypothesis. E. K. Borthwick found a clue in ii 2 c Yprixtr-, bringing it into con¬ 
junction with two testimonia from Old Comedy about a holy fountain of Aphrodite on Hymettus 
whose water helped women to conceive: KvJUov nppav’y\ nijpa %a>piov rcpoc im' Yjxt|txc5i, 
ev col iepov ’Acppobixpc Kai Kpf|vr|, e£, fjc ai Tuoucar eutokouci Kai ai ayovot yovtpoi 
yivovxar ( PCG IV, Cratin. 110); to Se TropveiovKvAAov 7njpa-zox\ yap %copiov * AOfivrjciv 
£7tT|p£(p£c Kai Kprivri {PCG III 2, Aristoph. 283). Borthwick took our fragment to be the mon¬ 
ody of a woman cured of her childlessness by the fountain, glorying in her offspring (ii 3), and 
calling upon the chorus to dance in celebration of her good fortune. The son of Ares (ii 2) would 
fit in if taken to be Eros (cf. Simonides, PMG 575), and so would the (lustration) torches (ii 6). 
This all points again to satyric drama or comedy. 7 Kannicht too holds to the satyric interpreta¬ 
tion. 8 

The fact that the melodic line does not precisely follow the original metre ("Apecoc, 
r|\)T£KVT|ca eycb), nor the word accents as faithfully as in nos. 20-1, led the editors to suppose 
that it was a late setting of an old text, a practice common in the Hellenistic and Roman periods. 9 
The nature of the roll from which the fragment comes can only be conjectured. The harmonic 
and rhythmical notation in the scanty remnants of col. i are compatible with their belonging to¬ 
gether with the text in col. ii. The gap above i. 1 suggests that that line was the beginning of the 
song. But it must remain an open question whether the roll contained a whole drama or was 
some sort of anthology, like nos. 39^10. 


1 The leimma after the M above tic precludes an analysis in trochaic measures (-u-u = L -u, etc.). 

2 Cf. Soph. Ichneutai, TRGF IV F 314. 237 ff., 283 ff., 321 ff., 362 ff.; Eur. Cycl 356-74. 

3 Cf. Aesch. Diktyulkoi, TrGF III F 46 a 18-20; Soph. Ichneutai, TRGF IV F 314. 32 ff. 

4 Turner (1959), 115; Lloyd-Jones (1961), 21. 

5 In Turner (1959), 115 n. 2. 

6 Gentili (1961), 341; Lesky (1964), 244. 

7 Borthwick (1963). 

8 Kannicht (1981), 271. 

9 Winnington-Ingram (1959), 115, 117. 
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IV. Fragments from the Roman Period 


No. 39 PAP. OSLO 1413 a lines 1-15; b-f First—second century AD 

Fr. a 

] O n z [ ] z [ 

1 ] (p a i co k t u % o c a t p [ 

2b ] [ ]C Z.C C O CO [ ] X 

]C[ ]?:OOZ Z 5 CO [ ] 6 

2a )(p£pov[Jvo8t)xovve(poceX0[_] t i [ c ] 

3b ] TH [ ]ZO i[ ?J£X [ 

] i I 6 i co i [ ]q>£ c [ ] 6 [ 

3a ]e7ceTai(p0ijiev(Dv<pav'u[Jcp,aT[. <>t ]0e[ 

]cin I 6 c o ocoio co[]|n [ 

4 ] \x i o v u n [J t p o x o v i £ e i to [J8. [ 

] 0 (D [6 Z] TX ti [0] XO[ 

5 ] v e 7t 1 7t o t a )i ov t a a "~v [. J h [.] 9 o X [.] . [ 

] T X A A A ?nkO CJ^? ] X TZ [ ] 

6 ]icxai(pacyavaKaxapcEpa X o V<p puyiaixa [ ] 

]ckco RoaSt 0 [. (i j fc 6 cx T[ 

7 lixfiaxocsixoA-eveapceiT^TipcovS^t.,..] ilpeia] '5a(teia' 

Notation 1 H Winnington-Ingram (1955), 37 2b]C Pohlmann CO Winnington-Ingram (1955), 31, 37 f., 

CO pap. (for —'see no. 401. 16-18 and below p. 131) 2a?: OOZ Pdhlmann (1970), 114, ? : ? OZ or C ? OZ 

Winnington-Ingram (1955), 31 3 a] 05 West, 5 Winnington-Ingram (1955), 31 4C Pohlmann, ? Winnington- 
Ingram (1955), 32 T Winnington-Ingram (1955), 32, C Pohlmann (1970), 121 O West 2 (1992), 203, 311, 
Pohlmann (1970), 114, [I] Winnington-Ingram (1955), 32 2 or [“!] I Winnington-Ingram (1955), 32 5 T_X or 

T Y Winnington-Ingram (1955), 32 XO West, X? Winnington-Ingram (1955), 32 6 “1 Winnington-Ingram 

(1955), 2, "1 or Z West 7 CX pap., C [K] X or C [X] K Winnington-Ingram (1955), 33. 

] o ?[ ] [ 

Fr. b 0 ] , e v e X [ Fr. c 0 ] 6 s v Y Tl t 

]? H lt[ ] O C C[ 

1 ]opaaca[ 1 ] . epoXef 

2b ] T I [ 

2a ] C 5 [ 


For the position of ff. b-d see p. 128. Fr. d has been inserted at the right end of the lines 2 b-3 a above. 


UsN- 


No. 39 PAP. OSLO. 1413 a lines 1-15; b-f 
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Text 1 (paid) or Kpo]<paup or KV£]cpaicp Eitrem-Amundsen [= edd.] (1955), 4, 8 dxp[oyEX' or axpfox* (x or y, p 
or i) edd., 4, 8, ayptogEvcov Kakridis (1964), 5, ayp[opoac Kannicht (1981), 267 2](pepov (<p or \j/, o or a) 
edd., 4, 6, 8, cp or c or x Kannicht (1981), 267 ]vo5\>xov pap., ]vo8 or ]tcov Kannicht (1981), 267, [e]v<5>6}roxov 
edd., 4, 8 eX,0[. . . Jxi[c] West (fr. a+d), eA.0[ edd., 4 3 (3X.]e7t£xai or jbtexai edd., 4, 8 (pavxacpax' [evep]- 

0e[v West (fr. a+d), cpavx[d]cpax[a edd., 6, 10, cpavx[a]cpax [avto Kannicht (1981), 268 4 5ec]giov (giov 

rather than Loaov or ]vau>v) edd., 4, 8 f., 5po]p.iov Pohlmann (1970), 121, 7coi]vavov Kannicht (1981), 268 
’I^ei(o[v] edd., 8 f.,’I<i>4eico[v] Pohlmann (1970), 121 (see 1. 5) ]5. or a.[ edd., 4 5 Tad [vxa]^[o]c oX 

edd., 4, 9, Tad [.. Jv[x]aX.[o]c Kannicht (1981), 268 6 atcxltcxai e.g. edd., 4, 9 (ppoytai better than exo- 

yiai edd., 5 xa[£eic, kooSeic Snell and Kannicht (1981), 268, A,a[0pioc 5 ’ fiptSv e.g. edd., 12 7 cbippaxoc 
edd., 2,6 5t)[_] i[p.Eia] 'SapEia' pap., edd., 5, 9, Arif r\ ] Pohlmann (1970), 121. 
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IV. Fragments from the Roman Period 


]?c oo-conT t x x ocn n n c 6 

hftwvaveNS^upeYTocaxiXXEDCKaiyapSeaaiTpto 

] ! k ? Tiolcntziof I fo c fo 

l^vayvitvaTtpoXutoDcaiKafieyXDKeptxpaivEicpwvTP 


]?nnn-itxtnc cc gy x 

10 ] .Tixov8eca(p(acEjtiye[.IioKauaca 

] ? ? in R A K? C A[ ]? [ ] zc 

H ] c 8 e c n o x i k a x e 5 [. ]S.[..]ctt| 

][ii ??] c c k[ ]? [ 

12 liaicIJvCDVEpOll.] T o [ 

]t c i 6 ?[ ] [ 

]t)ppoi)JC£Xac . [.] [ 

]OX COCO C fl[ ] C l C C5[ ] ? [ 


14 ] r) v a o p a t o v a a) t o c t a) % o v a [ j k a 

]?C n 

15 ]oi8a 


Notation 8 C_or O or H, O or C Winnington-Ingram (1^55), 33^ 9 K ? West, X (or A) I Winnington-Ingram 
(1955), 33 10 n Winnington-Ingram (1955), 37 CC pap. , C C expected by Winnington-Ingram (1955), 

39_f. j or O Winnington-Ingram (1955), 33 11 K or | Winnington-Ingram (1955), 33 12 ][£ £ ? ?] West, [ j £ 

Z£J Winnington-Ingram (1955), 34 14 C or O Winnington-Ingram (1955), 34 to pap., CO expected by 

Winnington-Ingram (1955), 40. w w 


1 

] . [ 

Fr. f 1 

]l l[ 

]c X 0 [ 


]? i ? ?[ 



2 

]. a i p a [ 


] ? 1 [ 



2 

]oio\)t[ 


]5 1 l[ 



3 

]i)CKia[ 


] ? T C [ 



3 

] e v ri [ 


]|0 C [ 



4 

] p CO CO V [ 

4 

] C$0 [ 

] (O . . [ 


Fr. f Notation 2 ? pap., £ or M or O or ?] Winnington-Ingram (1955), 35 3 ? pap., O or P or C Win¬ 

nington-Ingram (1955), 35. For the position of fr. e and f see p. 128. 





No. 39 PAP. OSLO 1413 a lines 1-15; b-f 




P ijili 


]t} - jitov dv - e - pri 5’ e-7ti cpey - yoc ’A - - T,e\)c. 

9 


m 11 r i fr p 


¥ 


Kai yap 8Ei.-T.ai Tpan, - [a5ec ecpoyov <pac-y]a-va ypp-va 7rpo-T,v*7toi)-cai. 



Text 8 l^ptdv Kannicht (1981), 268 9Tpq)[d5ec eqmyov <potcy]ava Eitrem-Amundsen [ = edd.] (1955), 6 
10/11 e7tiye[i.v(0CK]a) Kai 7iaca [ xapa p’ aipei e.g. edd., 7, 10, rcaca: a with i below final a pap. : jiacai (?) 
edd., 9 f., Tiaca with v.l. iraci Kannicht (1981), 269 11 ai<pvt8i(o]c, Secjcoti., KaxeSl/u 7ca?av] e.g. edd., 10 

]8 Kannicht (1981), 269, ]o or ]p edd., 5, ]c rather than e or p edd., 5 12 tpdoc tiT.]uxk[o]v edd., 10 ]xo or 

]yo edd., 5 13 Hlbppo'O edd., 12, II]\)ppoc Kannicht (1981), 269 7ceX.ac,[ edd., 12 f., 7ceX,dc[ac or TieXac 

[a»v Dale (1957), 326 14 a[v edd. (1955), 13 15 ].i8a (<p or p or o) edd. (1955), 5, E\>(3]ot8a Kannicht 

(1981), 269. 
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IV. Fragments from the Roman Period 


Pap. Oslo 1413, of unknown provenance, belongs to a small collection of Greek papyri ac¬ 
quired in 1933 from Professor Carl Schmidt in Berlin. It was published in 1955 by S. Eitrem, L. 
Amundsen, and R. P. Winnington-Ingram. 1 E. G. Turner dated it between AD 80 and 120, while 
the editors were inclined to put it somewhat later in the second century. 2 R. Kannicht has revised 
the poetic text from photographs, 3 and M. L. West has published a new transcription of the mu¬ 
sic and discussed the setting. 4 The music has attracted less attention than the text. 5 We are in¬ 
debted to Gunn Haaland for new photographs in which, in contrast to the original publication, 
the attempt is made to place the smaller fragments c-f and m in relation to the main fragment a. 

Fragment a, whose right and lower margins are preserved, contains the lacunose remains of a 
section in anapaests (lines 1-15, = no. 39), with catalexis marked in five places, and then of a 
section in iambic trimeters, marked off from the first section by a wide space and by change of 
key (lines 15-19, - no. 40). The anapaestic section may perhaps end without catalexis, if the two 
notes above ]oi were not linked by a diseme and/or hyphen, in which case it is possibly incom¬ 
plete. 6 

Of the twelve small fragments b-m, b-f can be assigned to no. 39 and j and m to no. 40. 7 
Fragments b-e are linked to no. 39 by their use of the stigme and of the note £, neither of which 
is employed in no. 40. In fr. c and d, moreover, we see remains of double lines of notation which 
can with some probability be identified with those in lines 2 and 3 of fr. a (see below); fr. d has 
line-ends, and can therefore be placed exactly, a little to the right of fr. a, 2-3, while fr. c must 
belong somewhere to the left of fr. a, 0-2. As for fr. f, Winnington-Ingram attributed it to no. 40 
because of ‘the clear absence of a diseme at 4, and in general the absence of rhythmical symbols 
in the first two lines’; in no. 39 almost all long notes are marked with disemes, and each arsis 
with a stigme, whereas in no. 40 most of the longs are unmarked and there are no stigmai. But 
there is a clear stigme in line 4 of the fragment, and its suggested location to the left of fr. a lines 
16-19 seems ruled out by the spacing of the lines, which does not agree with that of 16-19 but 
fits very well with 4-7 or 8-11 or 9-12. 

Text and notation are apparently in the same hand, though the notation is in paler ink, as is a 
correction in the text at line 7. 8 At two places (5, 7) there is a gap in mid-word, evidently to leave 
room for the notation of melisms. In line 2 and towards the end of 3 an additional note series has 
been written in above the first, presumably giving the composer’s second thoughts and thus im¬ 
plying that the papyrus was his autograph. 9 Elsewhere certain notes have been cancelled without 
others being substituted. 

The two texts were presumably not the melodist’s own. 10 As it is difficult to reconcile them as 
parts of the same composition (see below), they are treated here as two separate items from an 
anthology. 

1 Winnington-Ingram (1955), (1958), 7 f.; see pi. 10. 

2 Eitrem-Amundsen (1955), 4. 

3 Kannicht (1981), 267-70 (F 680 a-c). 

4 West2 (1992), 311-14 (nos. 30-1 f.). 

5 Borthwick (1956); Chantraine (1957); Dale (1957); Pighi (1959); Pappalardo (1959); Del Grande (1960), 
447-50; Kakridis (1964); Sifakis (1967), 76 f. 

6 Chantraine (1957), 114. 

7 Winnington-Ingram (1955), 61^4 (who, however, assigned fragment f to no. 40). 

8 Eitrem-Amundsen (1955), 1, 5; Winnington-Ingram (1955), 29. 

9 Winnington-Ingram (1955), 56 f. 

10 See however below, p. 130. 


No. 39 PAP. OSLO 1413 a lines 1-15; b-f 
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The central subject of no. 39 is an epiphany of the dead Achilles. The shades in the under¬ 
world become visible; Ixion and Tantalus are mentioned. Some Trojan women throw down their 
swords in fright. Deidameia is urged to take heart. On the appearance of Achilles the Trojan 
women flee. Achilles’ voice is heard before he sinks back down to Hades. A further vocative in 
line 11, becTcoTr, addressed to Deidameia, shows that the hero’s apparition is being reported to 
her by a subordinate. What is the dramatic situation? The first editors persuasively argued that 
Deidameia on Scyros is receiving news of an event at Troy concerning her son Neoptolemus, 
who is mentioned in line 13. The sword-bearing Trojan women must have been preparing to 
murder him at his father’s tomb (a motif borrowed from Euripides’ Hecuba , where at Hecuba’s 
instigation they blind Polymestor and kill his children). The tomb had split open, giving a fear¬ 
some glimpse into Hades, and Achilles’ ghost had come forth, frightening the would-be assas¬ 
sins away. 1 The sensationalism of the story and the emotionalism of the speech suggest a post- 
classical composition; so do the use of anapaests for a dramatic narrative, and the metrical tech¬ 
nique of the anapaests themselves, in which sequences of four shorts are freely admitted. 2 

Neoptolemus also appears in no. 40, for in a Lemnian context the’ A^iAt presented in 18 must 
be he, Achilles’ son, not Achilles himself. 3 But the occasion must be the expedition to fetch 
Philoctetes, and notwithstanding certain scholars’ attempts 4 it seems impossible to combine this 
with the proceedings in no. 39 as parts of one drama, even if a portion has been omitted between 
the two pieces. 

No. 39 uses the notes ~1X<DT C O 2. A K \ Z (e g g# a b c' c# -l' cW d' e'). Apart from 
the A, here rendered as c# V, these belong to the Ionian scale ("IXOC O K I Z) in modulation 
with Hypoionian (tetrachord T C O K) and Hyperionian (tetrachord O 2. I Z). Where the A is 
used, it probably represents the note a semitone below K, that is , which might equally have 
been represented by 2. The composer perhaps used A because in the passages in question he was 
in the Hypoionian tetrachord T C O K, in which the Hyperionian 2 had no place, and he was 
conceiving the note as ‘K/’. 5 

The text is set to music in accordance with the word accents, but there are a few clashes of 
varying degrees of severity. 6 Certain prosodic features are noteworthy: 9 yojxvd Tt'po^utoucoa, 
and (at least according to the musical notation) 4 t%[o] xpoxov. 

The rhythmical notation employs the diseme, stigme, hyphen, leimma, and colon. In five 
places (1, 8, 9, 10, 14) the leimma with diseme is used to mark catalexis. The leimma sign takes 
an abnormal form, neither pointed as in nos. 27-8 and 38 nor rounded as in nos. 17-18, 42, 50- 
2, and 59, but severely flattened, though in line 9 still recognizable as a lambda. Between the 
leimmata in 8, 9 and 10, and following that in 14, catalectic anapaestic tetrameters must be as- 

1 Eitrem-Amundsen (1955), 10-20. 

2 Eitrem-Amundsen (1955), 8, 26. For anapaestic technique in classical drama cf. West (1982), 95; for the 
popularity of anapaests in the Imperial period, ibid. 170 f. Cf. no. 44. 

3 Eitrem-Amundsen (1955), 24. 

4 Cf. Borthwick (1956); Dale (1957), 325; Del Grande (1960), 49 f.; Kakridis (1964), 13 f. 

5 Cf. Winnington-Ingram (1955), 46 f. Winnington-Ingram also considered the possibility that the A was in¬ 
tended to denote a microtonal interval below K; so too Del Grande (1960), 447. But the other explanation is prefer¬ 
able. 

6 Lines 2b vecpoc, 5 rcompov 10 cacpwc, 11 becjtoTi (unless to be taken as proparoxytone on the analogy of 
Seoioxa). (The prepositions \) 7 i[o] (4) and etu (5, 8) are to be regarded as atonic.) For detailed discussion see Win¬ 
nington-Ingram (1955), 71-3. 
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IV. Fragments from the Roman Period 


sumed , 1 and it is possible that the whole passage from 8 Kai yap to the end was in tetrameters, 
though the preceding part of the text cannot be fitted into this scheme. The arses of each metron 
are marked with stigmai throughout, and almost every long note carries the diseme sign. 

A long syllable is divided between three notes at li ne 2 a (-%ov), where the hyphen beneath 
the second and third notes points to the rhythmization J~D , and the last note anticipates that on 
the following syllable. A short note is set to two syllables at 14 (xo)x6v. 

The three names Ixion (4), Tantalus (5), and Deidameia (7) are given extravagant melodic 
treatment. The initial long syllable is in each case prolonged to tetraseme length and spread over 
several notes, and the other long ones are also treated melismatically . 2 In the case of Tantalus 
(and perhaps Deidameia) the first vowel is written double, something not done for normal mel- 
isms after the Hellenistic period . 3 After Taa a space is left to make room for the associated mu¬ 
sical notes. In Deidameia’s case there is a very wide gap between A^[ and t[|xeiar5apera'; the 
note T to the right of the gap still belongs to Ar|(ri)-, and the intervening space must have been 
occupied by other notes (some of them perhaps cancelled). In Ixion’s case the name had been 
written without spacing, with the consequence that the seven notes allocated to it had to be 
crowded together. 

Has the musician imposed these distorted scansions on a text in which the names were in¬ 
tended to be scanned normally, or were they intrinsic to it? The octaseme Ixion is associated 
with another piece of unnatural scansion fmo xpoxov. Was it originally ^7to x'poxov ” I^itov, that 

isu-uu -? The preceding word ])iiov is difficult to reconcile with this hypothesis. Or did 

0716 xpoxov represent a resolved anapaest, with ’ I^icov as a catalectic ending? In the next line 
TacxvxaXoc, as it stands, was apparently scanned — u u, which we should expect to be fol¬ 
lowed by a monosyllable such as ov; without knowing what followed, we cannot say whether it 
might originally have been just a dactyl. Arjri'tbdpeia, with the lengthened first syllable, may 
have formed a catalectic period-end, if sj-ioXev- Gdpcer constituted a metron, or, on the more 
obvious colometry | cbjpiiaxoc epo^ev | Gapcei, x^fpcov |, it may have filled a whole metron 
with its final short overrunning into the next. Without the lengthening of Arj-, however, it is hard 
to see how it would have fitted the metre, unless the final -a was irrationally lengthened, or 
treated as brevis in longo in an acatalectic period-end. Overall the hypothesis of an original text 
with normal prosody seems to raise more difficulties than it solves. Perhaps after all the poet and 
the melographer were the same man. 

1 An estimate of the number of syllables missing to the left can be made on the basis of the iambic trimeters of 
no. 40. 

2 There are similar instances in nos. 17 (Ai[r]av) and 53 (Nripevc). Cf. West 2 (1992), 203. 

3 In fr. e ]pcoa>v[ need not be an example of a doubled vowel, as it may be part of Tlptbcov or rilpwiov. 
Wilamowitz (1921), 59 n. 1, refers to manuscript spellings of ebicXeei, KeXaivecpeei for -ei in Pindar (01. 10. 85, 
Nem. 2. 24, fr. 108 b3), but these are simply unmetrical corruptions. A sixth-century Christian hymn (Pap. Erlangen 
1; Schubart [1942], 5), written without musical notation, shows several instances of doubled (mostly accented) 
vowels, and this feature reappears in liturgical manuscripts of the thirteenth century (Gardthausen [1913], 419). 


No. 40 PAP. OSLO 1413 a lines 15-19; g-m 


131 


No. 40 PAP. OSLO 1413 a lines 15-19, g-m First-second century AD 


For the reasons for treating lines 15-19 of Pap. Oslo 1413 as a separate item, see above on no. 
39. The text of no. 40 begins on the same line as the conclusion of no. 39, after a vacant space of 
about eight letters’ width. It is in iambic trimeters, clearly demarcated by hiatus in 16 and by 
brevis in longo with hiatus in 18. A feature of some interest is that the final note or note-group of 
each trimeter is furnished with a triseme sign (16, 17, 18), which must signify some sort of fer- 
mata . 1 The singer must have made a slight pause between the verses to mark their boundaries; 
certainly he did not prolong the short open final syllable of fipya^exo to triple length, though the 
accompanying instrumental note may have been sustained. 

Of the small fragments, m clearly belongs to no. 40 as it contains part of the lower margin, 
and it may in fact have stood directly before ]Zeuc in line 19. Fragment j is shown to belong by 
its use of the Lydian note M (see below), though it cannot be located more closely. Fragments g, 
h, i, k, and 1 are appended here for convenience, but may equally well belong with no. 39. 

The text begins with an apostrophe to Lemnos, the scene of action, and a reference to 
Hephaestus and his workshop. Then the speaker announces the presence of Neoptolemus. The 
first editors reasonably see in this the opening scene of a Hellenistic play about Philoctetes 
which followed the Sophoclean version . 2 

The notes used are “l R O C POMIZ (efgatybc'd'e). This is the Lydian tonos, apart 
from the isolated repeated O (bjj) in line 18, which is a Hypolydian modulation. The vocal range 
is the same as in no. 39, though the key is quite different. 

Melody is generally in accord with word accent, with the possible exception of 19 
[8(po](3ri6r|cav (if the note above (3r| is "1, not Z). At 16 (but not at 18) a vowel which metre and 
ordinary pronunciation require to be elided is written in scriptio plena and furnished with its own 
note, which is in fact a ‘cadent’ anticipating the following note . 3 

The resources of rhythmic notation are employed sparingly. There are no leimmata or stig¬ 
mai, and the diseme sign is used only where a syllable is divided between two or three notes, 
mostly in conjunction with the hyphen and in two cases also with the colon. The triseme sign is 
used at verse-end, as noted above. 


1 Pappalardo (1959), 223. 

2 Eitrem-Amundsen (1955), 21-5. For several attempts to make it part of the same play as no. 39 see above, p. 
129, n. 5. 

3 Similarly in no. 38 ii 3. See West 2 (1992), 203. 
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Fr. a | 

i 

jM[P C P M 

15 © X rj \i v e k a i k p a | 

] CP Ml M M P PCM T | 

16 ]cTocavap.ei^ac5eojxot)a6a 

% 

] M C ROCPC P MM 

17 ] t e x v r| v k a i k a v x a x a c x o i % £ i a 

] M MO M I I \ 1: ZMO 0 0 | 

18 ] > opavTipya^£xoo5ecxaxi^ 

] M : l~Z M M i Z I M M [ ] 

19 ]A y V 9 Y t K e *0 c o [. . . Jgt|0r|cav0eov[ 

Notation for —' lines 16-18 see no. 39. 2b and above p. 131 18 Z M Winnington-Ingram (1955), 34, 53 

19 ]M West, ”1 Winnington-Ingram (1955), 2 Z or ”1 West,”! Winnington-Ingram (1955), 2. 





Kai 7tcxv-ta xoc cToi-X£t-a[ 

18 










. £?= . , 

Jo-pay %> - yd - £e-co. 




68’ ecx ’ A - - [Aegjc 7iatc 

19 /~\ 






[xok 8' <x]A,-yv 9Y Zenc o[v £-(po]-(3r| - 0ri -cav 0£-oL 


Fr. g 

Fr. i 

Fr. j 

Fr. k 

]va[ 

].[ 

]?[ 

] . .[ 



].[ 

1 .pc 

Fr. h 

]v[ 

]M [ 

Fr. 1 

] X T| [ 


] o v [ 

]<t>? ?[ 
]....[ 


Text 15 Kpa|[xfip£c Eitrem-Amundsen [ = edd. ] (1955), 22, Kpd|[xicxov * Hcpailcxofo ceAac Winnington- 
Ingram (1955), 25 16 "H<pai]cxoc edd., 22 a 8a|[\j/iAc5c edd., 22, a8a|[cxa Kannicht (1981), 269 18 l.opdy 
West, dopax’ edd., 23, ]a or ]e better than ]y or ]x Kannicht (1981), 269 * AxiA| [Aecoc xcatc edd., 24 19 xok 

8’ alAyvov Zeoc e.g. West (fr. m + a), Jayiovt edd., 3 o[v £cpo]|}T)0Ticav edd., 25. 


For the position of fr. g-m see p. 128. Fr. m has been inserted at the beginning of line 19. 
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No. 41 


PAP. YALE. CtYBR INV. 4510 Early second century AD 


Col. i 


Col. ii 


1 ]. .[ 

]i xo cj 1 i i 

2 IcpocpiavcxpKiccove 

] i 6 coon TO X C 

3 ]x£KpaXTjC(DXO^aXCC^T| 

0 1 X t i N 
SEtaKacxaUStov 

]X 1:X1 :XO:XTfl3 [1] 

4 ]7CO5g)VC( 0VCXC to [k X (oj 

] C cp X 1 :71 T 

5 JcaKaiy £t)conaic(ov 

]? 3 iQlAlrO^OpHX 

6 ]p ixa(tavi:£Dco}iai 

] 10 C 6 j ZC Z i 

7 ]£V£To^p%apri0r|po 

] 0 C 6 C 6: OC O 

8 ]xaT£p7l£a0T|pO 

]? C :CO O :C0h CO 

9 ][ a fn £ X a y o n c |x a X X o v 

]:XOh XI O C X 6 
10 X, T 1 CCD (3 CO [i O V £ Y G) 


OJ ]?[ 

caca7tap0£[ 


i 1 1 X?[ 
xacr|§ovcx[ 

IK O Kl Z : AZO[ 

VT| x a[ 

§ Z A U ?[ 
povciKa^a^t 

1 :AU U A[ 
caiKXaui(ta[ 

: IA A U Z[ 

ptipoiiEvrit 

U Z Z :AU [ 
acopvic aUa[ 

6 o i [ 

y v v t| n o x[ 


NB: Johnson = Johnson 1 (2000). 

Notation i 2 “I rather than O Cl West, CJ Johnson, 60,61 1: T just possible 3 0 West, O Johnson, 
61 4 X West, O or C ? Johnson, 60 XT West, OT or ?T or ?C with iota added in text (a Veto) Johnson, 60 

3 West, £ Johnson, 74 5 7 West, T or C Johnson, 61 6 3 West, 2 Johnson, 74 7 ZC West, ?Z Johnson, 61 

(? perhaps = X or K) 10 1 West, Z pap. 

ii 41: the stigme is faint and displaced to left, and may be stray ink 9 Z Z carelessly written, unless 1 1 was 
intended. 



Text i 2 Metre implies ](papid rather than ]cpap la ‘violets’ or id ‘arrows’ NapKiccov considered but re¬ 
jected Johnson, 63 3 xo£a xa ATtlxotSa West, xo£ axaXfjli xepi Johnson, 63 4 Omitted words added above the 

line 5 Probably continued with kA.co[ (Kitova Sacpvrjc Kaxe%©v West) 5-6 e.g. c<5v [\)8dx(ov West xlpixa 
Johnson, 62, 64 7 rcapGleve West 0ripo[icx6v-or Gripo^ov- e.g. Johnson, 64, 70 8 e.g. 0r|po[x6m, -vopa, 

-xpotpa, -|5oxa Johnson, 64 9 Tre^dyooc or ]m Xayovc Johnson, 64. 

ii 3 7 iap 0 e[voc Johnson, 62, 70 4 xac f^5ovd[c Johnson, 62, 70, e\>xdpt]xac e.g. West 5 xa[ West (e.g. 

yelvrjxati), k[ or xo[, xe[, x(p[ Johnson, 60 6 X[: or 5, |i, x 7 |ia[ West, ri t [ Johnson, 60,61 9 e.g. keipam.- 

]ac West. 
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The papyrus, first published by W. A. Johnson, 1 was acquired from a dealer in 1996 by the 
Beinecke Rare Books and Manuscript Library at Yale. Its original provenance is unknown. It 
contains parts of two columns with the lower margin. A coronis at ii 6 marks the start of a new 
song. Whether ii 2-5 belong to the same composition as the lines in the first column is uncertain, 
but there is nothing against the supposition, and in what follows we will refer to i 1-10 and ii 2- 
5 as The first song 5 . As is usual in the musical papyri, the text is laid out in wide columns 
(though the exact column-width in this case cannot be determined), without colometry. 2 The 
script is assigned to the early second century AD. The musical notation was added by a different 
hand. At i 4 this second scribe saw that some words had been omitted from the text, and he wrote 
them in above the line with their notation; the initial syllable of what followed, kAco, he erased at 
the end of the line but presumably reinstated at the beginning of the next (possibly with some¬ 
thing else before it). He made another correction at i 9. The text is written along the fibres. The 
back of the papyrus is blank. 

The verses are lyrical in character. Those in column i, with their mentions of flowers (2) and 
perhaps inspiring fountains (5-6), may perhaps recall Antiphanes’ criticism of contemporary 
dithyrambists, quoted above, p. 38. The metre appears to be dactylo-epitrite (see below), which 
would be compatible with a fourth-century source. The music, on the other hand, being diatonic 
and melismatic, is not likely to be much older than the papyrus itself, and may have been newly 
composed. 

The notation is Ionian. The melody in the first song moves mainly in the octave ”1 X O C OK 
I Z (efttg a b c#' d' e ), with some use of the chromatic Lichanos T (a/). It goes down perhaps to 
7 (d) at i 5, and rises to A (/#') at the end (ii 5); in the opening lines of the second song A appears 
frequently, as does the still higher note 13 (g '). 

But the first song also employs some much lower notes. In i 4 there are drops to 3 and IaI (G, 
B), and two lines later there is a more sustained plunge into the bass register using the notes X H 
3QN (E# FUG A B ), extending the total compass of the piece to just over two octaves—wider 
than in any other known document of Greek music, and going lower. 3 This descent is associated 
with the words ]pixa pavTCUcojica, and the very low notes were presumably judged appropri¬ 
ate to the mention of prophecy. Did some seers prophesy in a basso profundo? Virgil uses re - 
mugit of the Sibyl’s voice as it resounds through her Cumaean cave as she prophesies, possessed 
by Apollo; 4 in Greek, however, the verbs Xxxckco and K?td£(o, applicable to prophets, suggest 
rather a high-pitched screaming tone. 

The division of some long syllables between three notes (i 4, 6) and of a short one between 
two (i 9) marks this music as belonging to the so-called florid style. But the extent of the mel- 
isma at the end of the song (ii 5) is a major surprise: the syllable vq, probably the penultimate 
syllable of the text, is set to no less than nine notes. Until recently no instance was known of a 
syllable being spread over more than three notes. Then an example with six notes appeared (no. 
57, third century). Now we see that more extravagant melisms were known at a somewhat earlier 
date. Here, at least, it is a special feature marking the end of the song. It may be worth noting 


1 Johnson 1 (2000); see below, Jig. 17,p. 151. 

2 On column-widths in musical texts see Johnson 1 (2000), 66-8. 

3 The widest compass found otherwise is a twelfth. See West 2 (1992), 274. 

4 Aen. 6. 99; cf. 49-51 maiorque uideri | nec mortale sonans, adjlata est numine quando \ iam propiore dev, 77- 

80. 
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that the melism ends on O, which is the Ionian Mese. But there must have been at least one bli¬ 
ther note on the following syllable. 

The papyrus is well furnished with rhythmic notation: diseme and triseme signs (not present 
over every long syllable), leimmata, dicola, hyphens, and arsis-dots. These last are of particular 
interest, as they seem to show dactylo-epitrite verse rhythmized on a different principle from no. 
17. Here three types of syzygy or ‘bar’ (thesis + arsis) can be recognized: dactylic dipody 
-uu-uu, choriamb -uu : , syncopated choriamb -u^. Thus there is variation between 4/4 and 
6/8 time. But both fall under the ancient rhythmicians’ category ‘dactylic’, thesis and arsis being 
of equal duration. 1 

But some extraordinary rhythmic distortions are indicated. In i 3 the syllable c© seems to ac¬ 
count for an entire syzygy, a triseme note in thesis and a triseme leimma in arsis. Does the 
leimma denote an actual rest, or is the syllable prolonged to hexaseme value? Such a prolonga¬ 
tion is unheard of hitherto. Yet in the next line again one word-final syllable, 5wv, is assigned a 
triseme thesis and triseme arsis. In what follows, c<dv a- should be another syzygy, and -cto 5e 
td KacxaAi- another. 2 But even if the two notes with leimma over a- add up to triseme length, 3 
the two over ccov, in the absence of a leimma or triseme sign, do not. We should bear in mind 
that in setting an old text to new music, the composer may not have interpreted the rhythm in the 
same way as it would have been interpreted originally. 

The allocation of time-values in homosyllabic note-groups is not always clear. Where there 
are two notes with a triseme sign over the second (i 4 8<5v, 5 and 6 par), we follow Johnson 4 in 
interpreting the rhythm as J. In the opposite situation, three notes under a diseme (and over a 
hyphen; i 6 xeu, ii 5), Johnson 5 assumes triplets, perhaps rightly, though usually in the papyri the 
pattern JT3 is notated. 6 The instance at ii 5 poses a special problem, being part of the nine-note 
melisma notated IK O KJ Z:AZO. The hyphens unde r IK a nd Kl should signify that the first six 
notes are adding up to two disemes, while AZO is another diseme (whether taken as a 

triplet or as /T3). The total value of the melisma then will be hexaseme, the syllable vp being 
protacted to three times its natural length, unless we suppose that in this flourish the time-values 
are shorter than usual. 

In most cases the melodic line respects the word accents, but if the readings are correct there 
are clashes in i 2 (if ]cpotpux), 4 ccov and KacxaAibcov, and 7 7tap0]ev£. 

1 Cf. Aristox. Rhythm. 2. 30 ff. with P. Oxy. 2687 ii 3 ff. (Pearson (1990), 16-18, 37 f.). 

2 If so, the arsis-dot accompanying the note over cco is erroneous. 

3 The similar combinations in i 9 and 10 may be interpreted either as J or as JU 

4 Johnson 1 (2000), 78 f. 

5 Johnson 1 (2000), 80. 

6 West 2 (1992), 203. 
















138 


IV. Fragments from the Roman Period 


No. 42 PAP. MICHIGAN 2958 lines 1—18 Second century AD 


]? AZh U[ ] 5 ? I [ 

1 ] E D. 0 I A TATE [ ] | KETfl [ 

] A A ZIZU Z £[ ]A I [ 

2 ] T [ ]. TICEI nOJH TINOC NEO. 

]?[] IflUUU A Z Z [ ]?Z 

3 ]NT[.].T! TAAEAETEIC TTOT[A T A ] [..JON 

] U 6 h £ 0 [ ]$? 11 ?Z 

4 ].. nE AAC nAN TH CO..ATA.MOC I K O 

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 

5 ]NOU A U A I ZIZ [ A C ? C A (I (j) 

] ? ? ?AC UZA 0 Z 2 

6 ]. . . . il 01 A’TATE 

]A UAI Z UAZA UZI[ ]??[ ]A 5 A 

7 ]T at CANE! [ ] TI A^l_] C 0 P A C O N 0 P A 

]zi % a a z i [ ]?zt e u? 

8 ]QN ETENE0H CQT[ ] HP I A TIC NOCTO 

] A A AZ Z 0 iZ? [ ]? I AZ Al 

9 ] T H C AEYPO M0 1 EM[ ] 0 A N E |'~C hV 


Notation 2J or Z Pearl (1965), 182 ]AI pap.. Ai or Al Pearl (1965), 182 3 50 pap., Zfl Pearl (1965), 180 

4 U ? Koenen, U Pearl Z West 5 no. 4 ' ' Pearl (1965), 180: read as part of no. 3, U, and no. 5, A Pohlmann 
(1970), 130,perhaps : West no. 12/13/\Winnington-Ingram (1965), 188, ] A Pohlmann (1970), 130 no. 18 
d> West, Z PShlmann (1970), 130,? Pearl (1965), 180 no. 19 O pap., J Pearl (1965), 180 6 ]A C U Z A 0 West, 
1?|A0 Pearl (1965), 180, 183 5 pap., I Pearl (1965), 180 7 HAI or UAl Pearl (1965), 183 ?? Pohlmann, 

A? Pearl (1965), 180 5 West, T Pearl (1965), 180 8 Z i Pohlmann, Zl Pearl (1965), 180 9 Z R pap., 2 H 

Pearl (1965), 180 perhaps iZ |?j [ pap. 
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3 



3 B. Ttai - £co]v t[i] t\ Tcfi<c> xa - 5 e Xe - je\,c A. rcox [a xa][...3oy 





8 4 x]oy 7te - A,ac 7tav-xr|<L> c’’Opec-xa t poc lk[_] o 



7 ]xcoi c’ av - el - rca [tic)]c, cppa - cov cppa - 1 [cov 



* 8 ](pv e - je - v£0’ tj cco - xr| - pi - a; xic voc - xo | [c 



Text l]e[.J.. to <piA.xax’ [o]Lk£x©[v c\> Kannicht (1981), 272, pirjSjey, © cpiVcccxE, [eJike xq> [Oupco] Pearl 
(1965), 182 2 d]x[d]p Kannicht (1981), 272 tioxti or 7to0T| pap., xic ei rcox’ f| xivoc veo.t...]..[ Pearl (1965), 
182, veov [OdXjoc West 3 jccd^ooly x[i] rj xi West, x[t] r| Tcfi<i> Pohlmann, ]r|x[ J.*n Pearl (1965), 180, Icytt.JxiI 
Kannicht (1981), 272, x]fi x[a](pf) Pohlmann (1970), 130 ]ov West, Jcx Kannicht (1981) 272 4] . .Tie Pohl¬ 

mann, ] vice Pearl (1965), 180, x]ov tieXolc 7tdvxri Pohlmann (1970), 130 c’ ’Opec-xa West, co. .ax<x (or A.xa). 

poc lk[ .. .q (or e) Koenen, co_poc ik Pearl (1965), 183 6 © Pohlmann 7 ]x© Pearl (1965), 180, ] .© or ] .o 

or Iq Kannicht (1981), 273 ei and ]iia[ (dveutcx ?) West, © and ]p0a[ Pearl (1965), 180 [jc©]c West 

cppa | [cov Pearl (1965), 183, <ppa | [c© Kannicht (1981), 273 8 ]©v Pearl (1965), 180, or ©c Kannicht (1981), 273 
vocxo | [c West, vocx© or vocxoc Pearl (1965), 183 9 ]yr|c Pearl (1965), 180 ep[ West, ep[oi? Pohlmann, ek[ 

Pearl (1965), 183. 
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] ztnu i zicn t ] T izizzzA 


10 

] AHC 

A 1 A A 10 N 

A 1 [J 

AAIONac 

TONEY ’ 


] A i [ ] 

u h U € 

►O UA 

UZ A 

1) A| A 

11 

] . [ ] 

O Y K E C 

TA EA n T O Y 

^ T E P f 1 c 


] z? 

U ? i 




12 

].<? Y [ . 

,] TT P O C EYN [ 

] T A C [ 



] ? ? 

AflUZ A 2 1 [ 

]? u [ 

]? z z 

1 ! ? 

13 

] A A A O 

AAYME Tl EC 

: n e y [ 

]A E [ ]T P O 

CHME[[ 


] A /Z 

e z e ua 

e [ 

]u e u 


14 

]. I/O Y K 

ANEIAEIHN T 

A A [ 

]A P O N T A 



]?[ ] 

1 1 A T 




15 

].BOC EMnOEl 





]C II 1 

i :Z 1 O 




16 

l.oiNn 

E OACMENON 





] A A 

! a_i e e 

eu[ 

] ??? U A 


17 

] T 0 n A 1 r 1 

1C ©OYAETEIC 

TQ[ 

] T A [ ]NA[ 

] 


]? [ ] A 

e u a 1 

z ?[ 

] a or 


18 

]CK. A 

TH/ nOlON 

OOBH0EIC AEIMA 

[ 



/ 


i 

I 

I 
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Notation 10_ZI pjip., ZfPearl (1965), 180 C h Pohlmann, ?Z Pearl (1965), 180 first Z Koenen 11 U h, 
UZ, AZI pap., U h, UZ, AZj Pearl (1965), 180 12 ] Z ? Pohlmann, ] ? ? ? Pearl (1965), 181 ? Pohlmann, U 

Pearl (1965), 181 13 UZA West, UAA Pearl (1965), 181 ? U Pearl (1965), 181 ]?ZWest jZ West 

14 AO West, A O U Pearl (1965), 181 0U West, 0 ? Pearl (1965), 181 15 ]?[ pap., ]U[ Pearl (1965), 184 

AJWest, AZPearlO 965)^181 16 ]C Pohlmann, ]? Pearl (1965), 181 5 pap., Pearl (1965), 181, Z Pohlmann 

(1970), 132 17 Opap., 0 Pohlmann (1970), 132 ? U Pohlmann, £ U Pearl (1965), 181 18 A U pap, ? A U 

Pearl (1965), 181. w 


Text 10 Xt}c or p]C Pearl (1965), 183, c^c West 'oc' 8 t [ J 8 a£ov pap. en. Pearl (1965), 180, eo or better ee or 
v Koenen 11 [ ]_ West, ].ex Pearl (1965), 183, ] . 13 c Kannicht (1981), 273, en |[yevciv c(oxr|pi]ac e.g. West 
xepvj/tc j [tiSicov Ppoxoic Snell in Kannicht (1981), 273 12 ],on[Jicpoc ewJ ...]xac West, ].[...]npoc vnv 

(end of writing) Pearl (1965), 186 13 aM.o 8 ’an p’ exi Pearl (1965), 184 £C 7 i£o[ ]8e[7ia]xpocTip£Y[ West, 

ECJcenSe rcpocTipa.t Pearl (1965), 181, jtpocr|pex[ Koenen 14 3.1 pap., ]xr or ]ci (e.g. ecx’ e]xx) Kannicht 
(1981), 273, ]ci<v> West xd 8 [e jc]apovxa Pearl (1965), 181, 184 15 0d]p(k>c or pX]a(3oc Pearl (1965), 184, 

p or a better than X Kannicht (1981), 273, rcapovxa | [vbv xa Seiva 0a]p(3oc Snell in Kannicht (1981), 273, 
Tcapovxaj [ 8 ’ onv optov ce West 16 y]e West 17 Ai/yi-cOon or Avytc0’ o\> (or on) Winnington-Ingram (1965), 
187, 7 ,£yey c (better than X£%oc) Kannicht (1981), 273 18 ]cK,a xp Pearl (1965), 181, 184, ]c Kpdxri West, ]c 

Kpaxrp Pohlmann, 8 n]cKpaxfi Kannicht (1981), 273. 
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No. 42 PAP. MICHIGAN 2958 lines 1-18 
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Pap. Michigan 2958, edited in 1965 by O. M. Pearl and R. P. Winnington-Ingram, 1 was found 
with a group of dated papyri from Karanis. The hand would suggest the mid second century AD, 
and this dating is confirmed by a somewhat later account written on the verso. 2 R. Kannicht re¬ 
vised the poetic text from photographs, 3 and M. L. West has published a new transcription of the 
music of lines 1-18 (= no. 42). 4 We have re-collated the papyrus with the help of the high- 
quality digital images which are now available on the Internet; 5 Ludwig Koenen examined some 
difficult readings on the original. 

The right-hand side of a column is preserved together with the right margin. As usual in mu¬ 
sical papyri, the poetic text is written in a wide column without regard to verse-division. 6 There 
is a tendency to leave spaces between word-groups (3 before and after xaSe^eyetc), single 
words, and occasionally syllables (11 a zX tctou), with the notes or note-groups placed over the 
gaps, as is done systematically in nos. 8, 17—18, 46, 50, and 55. This means that the number of 
letters lost in lacunae can only be estimated as a maximum, as the gaps may have contained 
spacing as well as lettering. 

Line 5 consists of musical notes only, probably added after the rest of the text, as they are ap¬ 
parently written with a sharper pen, and lines 4 and 6 are no further apart than 9 and 10. Lines 
15-17, on the other hand, are written closer together than the rest, as if the original intention was 
to write 16-17 without music. Between lines 18 and 19 there is a line with no writing, but 18 
ends with an incomplete iambic trimeter, and the five or six syllables needed to complete it very 
likely stood in the lost left-hand portion of the apparently blank line. 

The failure to use the rest of that line may be explained by the hypothesis that what follows 
(19-26 = no. 43) is a separate item, as the first editors conjectured. This is supported by the fact 
that the key changes from Hyperionian to Hypolydian. Other differences between the two sec¬ 
tions, such as the absence from no. 43 of the diagonal divider (see below), are of doubtful sig¬ 
nificance, as there is much less text available for comparison. But it is likely enough that we 
have to do with two items in an anthology of the same sort as that represented by the Oslo papy¬ 
rus (nos. 39-40) and others, and we present them separately as nos. 42 and 43. 

No. 42 is a dramatic dialogue, almost certainly between Orestes, 7 newly returned to Argos, 
and an old retainer who does not at first recognize him but, on discovering his identity, rejoices. 
The source may be a post-classical tragedy similar in subject to the Choephoroi and the two 
Electras. Changes of speaker are indicated in two places by a large, bold diagonal divider (14, 
18). In literary papyri similar oblique strokes are used to mark off cola or sense units. 8 It may be 
conjectured that the apparent verse-ends in the short lines 6, 15, and 16 also coincided with 
speaker-changes and that the remainder of those lines was left blank for that reason. Assuming 
the loss of five to seven syllables in the left-hand portion of each line, the metre is compatible 


1 Winnington-Ingram (1965). 

2 Pearl (1965), 179. 

3 Kannicht (1981), 272-5 (Fr. 682 a/b). 

4 West 2 (1992), 314 f. 

5 www.hti.umich.edu/collaboratory/gagos/img/2958.html. 

6 For the width of colums in musical texts see Johnson 1 (2000), 66-8. 

7 Kannicht (1981), 273; West 2 (1992), 315. Pearl (1965), 185, had thought of Agamemnon. 

8 Turner ap. Pearl (1965), 186 n. 2, cited Pap. Berol. 9771 (Eur. Phaethon ), Pap. Oxy. 1019/2948 (Chariton), 
Pap. Strasb. WG 304—7 (Eur.). In Pap. Oxy. 413 (Charition mime) the strokes must have a different purpose. For 
oblique strokes as dividers in musical notation see nos. 49,53-4, 57; West (1998), 82. 


with iambic trimeters throughout, except for the first Siba^ov in 10 and the $ (pDaaxe in 6, 
which both seem to be extra metrum} Parallels, with interjections, imperatives, and other emo¬ 
tional utterances scanning as an iambic metron or bacchius, occur especially in Sophocles. 2 A 
similar extra metrum word or phrase should perhaps be postulated at the beginning of line 7, if 
]t(oi at the beginning is the end of the first metron of a trimeter. Verse-end is indicated by hiatus 
and/or brevis in longo at 6, 9, and 13. 3 We have other examples of tragic trimeters set to music in 
| nos. 40 and 56. The setting of a dialogue, however, is unique, and raises the question whether a 

I single performer took both parts or two singers collaborated. 

The notes used in the vocal melody are the Hyperionian series Q 2 I Z A U 0 (g c d' e ftV g 
|J a). The additional line of notes between 4 and 6 contains also C (a) and possibly a chromatic N 

(c#'). The first editors saw in addition four symbols from the instrumental notation (nos. 5, 6, 12, 
13). 4 But study of two transcripts and a photograph which the editors kindly sent to Pohlmann in 
1964 enabled him to read the symbols in question as the vocal notes A U and 1 A. The obscure 
traces which the first editors counted as their no. 4, if they are not a colon, may be taken as parts 
of no. 3, a U with a high extension, and no. 5, an A. No. 6, another U, is squashed very flat in 
comparison with the pointed one at no. 3; this flat form occurs repeatedly in P. Oxy. 2436 (no. 
38), and both forms appear side by side in no. 42. 11. These readings yield a melody in the same 
key as the rest, apart from the doubtful note N. 

How this melody relates to its surroundings is difficult to say. Instrumental interludes in other 
vocal scores (nos. 3, 11, 14-16) are written in instrumental notation; those papyri, however, are 
some four hundred years earlier. Instrumental notation could even be used for vocal music, as we 
see from no. 21. Here, perhaps, we have the converse: an instrumental interlude in vocal nota¬ 
tion, an interlude which cannot have its place between lines 4 and 6, as the trimeter beginning 
after the 7 ieXac with leimma in line 4 and ending with the notes ???AC in line 6 cannot be split 
up. The interlude therefore was meant to follow the emphatic cp cpiAxaxe. Perhaps the writer no¬ 
ticed that after this extra metrum interjection there was not enough space for the interlude. So he 
squeezed it in between lines 4 and 6. 

There is close agreement of melody and word accents, with circumflexed syllables being set 
to falling melisms in 7, 13, 15-17. The only apparent clash is in 17, where the natural reading 
ALyicGoo, if the notes are rightly read, suffers a fall on the accented syllable. To avoid this Win¬ 
nington-Ingram suggested the possibility of articulating AvyicG’ ou or AlyrcG’ ou. 5 But this 
would seem to involve a breach of Porson’s Law, and in any case an address to Aegisthus is hard 
to reconcile with the situation as reconstructed. 

Rhythmical notation is not used with any consistency even in the clearly legible portions, and 
we must reckon with the possibility of error. All the usual symbols appear: diseme, triseme, hy¬ 
phen, colon, stigme, leimma. The diseme is not used on all long notes. In groups of two or more 
notes it is placed indifferently over the first or last or over two together. 6 


1 So Kannicht (1981), 273. 

2 See West (1982), 78 with n. 4. For the anticipation of the following word cf. Phil. 785 f., 787 f., 804 f. 

3 The mid-line hiatus at the speaker-change in 14 may be emendable with a movable nu if the first letters are Jet 
(dative plural or verb ending). 

4 Winnington-Ingram (1965), 188. 

5 Winnington-Ingram (1965), 187 n. 2. 

6 Winnington-Ingram (1965), 190 f. 
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IV. Fragments from the Roman Period 

What looks like a triseme appears in many places. 1 In some of them it could be taken as a 
ligature of the normal diseme bar with an arsis-point over it, but this explanation does not seem 
possible in line 11, 15, or 17. In 11 the bar is clearly bent upwards at an oblique angle, as in no. 
39/40, and there is an arsis-point in addition. In 15 and 17 there is a bar with point, and the 
oblique extension is added as a separate stroke. In 11 and 15 the sign stands over hyphenated 
two-note groups: as Winnington-Ingram notes, it is a question whether a triseme can be so 
placed, and what it will signify. 2 It cannot be accidental that all the instances except the second 
and third in line 11 occur at trimeter-end: we found just the same phenomenon at the ends of 
trimeters in no. 40, 3 and it must represent a rhythmical convention followed in trimeter settings 
at this period, a fermata or rallentando at the end of each verse. The two residual instances, on 
the long syllables of dekrcxoo in 11, both of which have melisms, must be taken as marking an 
agogic distortion to which the composer subjected this word for greater emotional effect. 

The question is bound up with the use of the leimma. This appears especially at verse-end (4, 
8?, 9, 10 twice, 11), always with stigme, sometimes following a note marked as triseme, some¬ 
times with its own diseme bar. In these cases it presumably signifies a pause; there may be no 
significance in its presence at some verse-ends and absence from others. 4 The other places where 
it occurs are in lines 1, 3, and 13. In 1 and 13 it is an element in melisms on the circumflexed 
words © and an, and presumably represents a lengthening, not a pause: A Z H = J^j , A fl U Z = 
JT3. In 3, where the leimma is appended to a single triseme note in mid line, its 3 significance is 
obscure. 

The hyphen is recognizable in many plac es, in clu ding two where a syllable is set to three 
notes (7, 11), the rhythm to be interpreted as J J~j or JT~] . In at least two other places (9; 11, 
perhaps twice; perhaps 7) the hyphen links two notes set to a short syllable; as in nos. 39/40 and 
59, this is to be understood as /] . Often, however, the hyphen is absent, even in places where 
the papyrus is clearly legible. 

The colon is certainly attested in 16, preceding two unhyphenated notes set to a short syllable: 
these are again to be interpreted as . There may be another example in the ‘song without 
words’ of line 5. 

The employment of stigmai is only intermittently intelligible. In line 2 we can recognize iam¬ 
bic metra pointed u - u -. But often, especially before and after the leimma sign (which is al¬ 
ways pointed), there appear accumulations of pointed notes such that error must be assumed. 
Thus in 4 we find four consecutive stigmai and in 11 five. On the other hand, from line 13 on 
they become noticeably rarer (as does the leimma). They cannot, therefore, be relied upon for 
guidance as to the metre. 

No. 42 is a combination of peculiarities: iambic trimeters set to music (see nos. 40, 43 ?), 
change of speaker indicated by oblique strokes (line 14, 18) or new line (line 15, 16), interjec¬ 
tions extra metrum (line 6, 7 ?, 10), and last not least an instrumental interlude in vocal notation 
(line 5), which was meant to be sung between two extra metrum interjections (line 6, 7 ?). Such a 
complicated structure is best understood by an arrangement of the supplemented text in trime¬ 
ters, as follows: 


1 Lines 6, 9, 10, 11 (three times), 15, 17, 21; discussed at length by Winnington-Ingram (1965), 190 f. 

2 Winnington-Ingram (1965), 191. 

3 See above, p. 131. 

4 Note that it does not appear anywhere after line 13, although there are four identifiable trimeter-ends in 15- 

18. 


No. 42 PAP. MICHIGAN 2958 lines 1-18 

No. 42 arranged in iambic trimeters with supplements 

A. = ’Opecrnc, B. = OIkextic 

1 A. © (piAxax’ [o]i.K£T©[v cb 7taxp©UDv epoi. 

B. a]x[d]p xic el rcox’ r\ xivoc veov [0a^]oc; 

A. [’Ayapepvovoc. B. 7tai£©]v x[i] f[ nr\<i> xabe ^eyeic; 

A. Ttox .lov[ xlovrce^ac 

5 7tdvxri<i> c’ ’Opecxa. pocuc[.. ,o[, t J . 

B. © (piXxaxe (following line 5: instrumental interlude) 
(interjection extra metrum) 

x - u ]x©i c’ aveuca. [ti©]c, (ppacov (ppa[cov, 
xoi©v U7t’ £%0p]©v eyeveO’ p c©xi 3 pia; 

10 xic vocxoc [- x - u -] yfjc Seupo pox 

£K [xfjc] (paveicric [Ao^iou tcox ’ evxolVqc; 
biba^ov, 

biba^ov, ©c x©v eo[yev©v c©xrjpi]ac 
owe ecx’ deA-uxon xepxjnc [ribi©v ppoxolc. 

15 A. ^£]you[c] rcpoc euvotouvlxac [eKKAiyacd pe 
xpo<poc KLAacc’ ec©cev] aXko b’ au p’ exi 
ecTieube, [na]xpoc p peyjacOevric apa 
cuv 0eoic ct7ta]ci<v>. B. ouk av eibevnv xab[e* 

7 i]apovxa [b’ ouv op©v ce, 0a]p|3oc eprcoei. 

20 A. [0apcei vov, ©c (piA©v y]e c©v netpacpevwv. 

B. [Kivbuvoc ecxi. A. pi]] xov Aiytc0oo Xkyeic ; 

B. x©[t Ttavlxa [e]v a[ixpf|i, Kai cxecpei cppoupallc Kpaxri. 
A. rcoiov cpopriOeic belpa; [B. Oavaxov ek ce0ev.] 
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IV. Fragments from the Roman Period 


No. 43 PAP. MICHIGAN 2958 lines 19—26 Second century AD 


] o k[ ]q>[ ] 5 O 01 0? 
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20 
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22 
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[ 

23 

]. 
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] 

? 

Toe 0 C I 

[ 

24 

] PC 
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HA © E 
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H[ 


]<D 

c 

66 70 O 

0 

Q[ 

25 

] . . 

T 

AY T A 

TAP 

A[ 


]? ! 

I 

? [ 



26 

]. . . 


. j 




Notation ^ 19 O pap., 6 corr. Pohlmann O Pohlmann, ]?[ Pearl (1965), 181 05 West, 5 Pearl (1965), 181 

21 R pap>., R Pearl (1965), 181 D West (h possible), O Pearl (1965), 184 22 O Pdhlmann (1970), 134, pap. 
C pap., C Pearl (1965), 182 OC Pohlmann, OC Pearl (1965), 184 23 0 West, O Pearl (1965) 182 Z Pohl- 
mann, 5 Pearl (1965), 184 ?D?? West, C?? O Pohlmann (1970), 134 24 J? Pohlmann, O Pearl (1965), 182 

OC West, OC Pearl (1965), 182 25 C or 6 Pearl (1965), 182, 184 6 Pohlmann, O Pearl (1965), 182 0d>?0 

or 0070 Pearl (1965), 182, 184. v " 


For details of the papyrus, and the reasons for treating lines 19-26 as a separate item, see 
above on no. 42. No margins are preserved in this portion of the text. The subject matter is quite 
unclear. Dialogue may be suggested by questions in 19 xiv £ 7 ci xo 7 c[ov and 24 7 toi yfj[c. Some¬ 
body seems to ask a female islander ([to vrjcum) about the particulars of the place. Perhaps no. 
43 is again (see no. 42) the beginning of a tragic prologue. 


No. 43 PAP. MICHIGAN. 2958 lines 19-26 


147 



* 19 [cb vril -ct - & - xt, xiv s - m to -[ttlov 




*22 ]ov tux - poc k[ccx’ o]l - kov a[ 



*23 ] fj TOV Ka - KTC - TOV ,[ 





Text 19 [w vnlcuoxi, xiv’ £ju x6[7c]ov[ Pohlmann (1970), 134, xo.[. Jol[ Pearl (1965), 181 20 xcax. Pearl 

(1965), 184 22 k[(xxo]ikov Pohlmann (1970), 134 23 klc Pearl (1965), 182, Koenen 24 tcor/t) Pearl (1965), 
182, jtoiyap Koenen, not Yhtc Pohlmann (1970), 134, cf. Soph. Track. 984 25 ].. Pohlmann, ]ca Pearl (1965), 

182 xax»x[a]a pap. . .5 West, . 8 or na Koenen, opa Pearl (1965), 182. 

The metre looks iambic or trochaic, but the hypothesis of iambic trimeters (as in no. 42) can¬ 
not be confirmed. The melody uses the Hypolydian note-series ROC O 2 I ZU O (f g a b c d' 
e g a'). There is close agreement of melody and word accents, with the exception of the rising 
melism (if correctly read) found on rcot line 24. Rhythmical notation is confined to sporadic 
disemes, with a triseme plus leimma in 21 probably marking verse-end; a couple of hyphens; and 
a few stigmai. A noteworthy melism of four notes (if correctly read) is found on Tab(Ta) line 25 
(cf. nos. 42 line 7,49 line 4, 57 line 2). 
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IV. Fragments from the Roman Period 


No. 44 


PAP. OXY. 3704 


Second century AD 


Fr. 1- 


Fr. 2 - 


1 ] . a \[ 

C [ ] ? ?[ 

2 ],[ , Jepay JocDvaipcEfil 

]A i z ?ni' u c z i [ 

3 ]8Keyepe (ii avo|a(oxepup[ 

]? ? O O - C 2 I £ I [ 

4 ].[... ]yacep£ivt)(ovot)K8voT[ 

]?[]?!! Z I Z I ?[ 

5 ].[_] .OT)(pOVlOV0TlpaUT[ 

] C O :Ol i[OJ ?[ 

6 ]oiot)(peicapevoc8[ 


Fr. 11 

1 ]a^a^x[ 

]? 4> I[ ]J ]?[ 

2 ].pieA.eav5ev5p(0CTieK8[J.[ 


] | r ?[ 

1 ] ti a . [ . ] . e it|[ 

]? S[ ] [ 

2 ] . K U 7 t p L [ 

] [ 

3 ] .[ 


Fr. 3- 

]A[ 

1 ] . o t a v [ 

]A [ 

2 ]a^efx[ 

]A A [ 

3 ].[ 


Fr. 21 



i 


i 

i 


i 


t 


No. 44 PAP. OXY. 3704 
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Fr. 1- 


Fr. 11 




*2 ]e{3aA[A.]’ 6 ci) - vai - |xoc e - p.[ 






2 .]|a.E->.8-av 5ev - 8pcb -ct|, etc 8 [e 


* 


I m r-—p- P 


9 3 ]e-ke-vei)-£. . a -vo -pm %e - pi cp[ a 3 ]i- 8i- toi ye- ve - tth Ye-ya- p.t| - jxe-vov[ 

=F=S =' 






s 4 ]vac ’E - pi - vo -gov oi)K e-vo-t[ * 4 e]% cko-tce-Axov e^ - e- 0o-p£v q>o[ 





s 5].oi> cpo-vi-ov 0fi - pa tl - x[ 5 ]Cv-ke->.c5v av - xpco[v] r\X - 0e[v 


r 




4 


_a 


s 6 ]oi - on tpei- ca - jie-voc 8[ s 6 7tpr|]c-Trip ri to - cpcbc fj cktjItc-toc 


NB: Haslam = Haslam 1 (1986). 

Fr. l-» Notation 3 A West, Z or U Haslam, 43 next note possibly \ H West, O Haslam, 43 Cor C 4 0 
West, C Haslam, 43 5 \ West, Z Haslam, 43 i£[ West, Z[ Haslam, 42 6 [O] West (small note), [ ] Haslam, 

42. 

Text 2 e(3aX,[A,] West, e(iip. Haslam, 43 6 covaipoc eploi Haslam, 43. 


] z z/i i zj i o i I z ? 6[ 

3 ]i8t(oy£V£xr|Y£Tajj.ri)j.£vov[ 

]o z c zn?o' i i 6 [ 

4 ]^CKOlT£X.COV£^£0Op£V<po[ 

] ?nu 5' u : [ ] I'[ 

5 ]ciK£X©v£^avTpo)[Jri^0£[ 

]? I he u an a i 

6 ]c x rj p T) t i) (p to c ri c k [ 


]?[ 

1 ]o X .[ 

]C [ ]?on [ 

2 l.aJ.J.cal 

]C ? ? [ 

3 ] £ V £ K £ v[ 

]? ? ? [ 

4 


Fr. 2-> Text 2 Kurcpi Haslam, 42 (as the line is not filled out). 

Fr. 3-» Notation 1 A West, ? Haslam, 44 3 A[ West, A[ Haslam, 44. 

Fr. l4 Notation 3 | ?l West, ? j or ? | Haslam, 43 6 West, O Haslam, 43 4Zfl ? O' West, PI? Haslam, 
43 (West, ? Haslam, 43 ~6 [ West, ?[ Haslam, 43. 

Text 3 iS'uoi yevettii YEY^piilievov Haslam, 44 6 7cpr|]cTfip f| rocptbc p ckti[tct 6 c Haslam, 45. 


Fr. 24 Notation 2 ]?0 West, ]??? Haslam, 44. 
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IV. Fragments from the Roman Period 


These three fragments, two of which have music on both sides, were published by M. W. 
Haslam in 1986, and M. L. West has presented a new transcription of fr. I. 1 2 He has recollated the 
papyrus for the present edition. A lower margin is preserved in fr. 1 (both sides), and apparently 
a right-hand one in fr. 2-». The writing is assigned to the second century, with the musical nota¬ 
tion perhaps added by a different hand. It is not clear whether the scraps come from a codex or a 
single sheet. If the latter is the case (as is perhaps more likely), it is possible that all the frag¬ 
ments belong to the same composition. At any rate they are all in the same notation-key and 
register, and the texts on the two sides of fr. 1, at least, are linked by metrical and thematic 
similarities. The content appears to be mythological, with narrative tenses in fr. li 4-5, but also 
some possible indications of direct speech (fr. l-> 2 ep[oi?; fr. 2-> 2 Ktmpi). 

The notes represented are O C O JIZAUO'T Y (gab c d' e /#' g b' c" d "), a segment 
from the Hyperionian scale and one exharmonic E (fWf with a wide compass (an octave and a 
fifth) and an exceptionally high pitch register: only no. 17, which is a soprano setting, goes 
higher. At fr. 1—> 4, over the syllable pet, we find a horizontal dash instead of a note; similar 
dashes appear in no. 48, line 3. In both places they appear between successive notes of the scale 
(CP-C -g- a\ E - A =/' -/#% which suggests the possibility that the dash signified either a 
passing-note of intermediate pitch 3 or a portamento glide from the one pitch to the other. 

There are several melodic leaps of a fifth or more, sometimes contrary to the word accent. 4 
There is not much division of syllables between two notes, but in three places a short (and ac¬ 
cented) syllable is so divided (fr. 1—> 6, 1^3 twice). These melisms are, as usual, marked indif¬ 
ferently by dicolon or hyphen. Long notes are often but not always marked with a diseme. In fr. 
I'l 4-6 there are several diseme leimmata which evidently denote pauses; leimmata also at fr. 
l-» 3, 2l 2. 

The metre of the fragments is generally consistent with anapaests, a popular metre in the Ro¬ 
man period. 5 Only fr. l-> 4 ’Epivuwv appears to conflict with this, but Haslam observes that it 
might be scanned u —, as at Eur. IT. 931, 970, 1456, in spite of the fact that vow is set to two 
separate notes. 6 The diseme rests marked by the leimmata at fr. I'l 4-6 each replace the first 
biceps of an anapaestic metron, a phenomenon seen also in no. 59. The placing of stigmai is 
partly but not wholly in accord with an anapaestic analysis. 


1 Haslam 1 (1986), with photographs; West 2 (1992), 316. 

2 The absence of 6- (a) is probably fortuitous. 

3 In no. 48 this would involve quarter-tone intervals. See also p. 20. 

4 Fr. l-> 3 dvopm, 4’Epivnmv; l4 4 CK 07 ieX.tov, if the notes are rightly read. 

5 West (1982), 170-2. 

6 Haslam 1 (1986), 42. 
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IV. Fragments from the Roman Period 


PAP. OXY. 4461 Second century AD 



Col. i 

Col. ii 


] 

H? 1 6 5 0 <D[ 

1 

].[]. 

xouxc(pu%T}vocav . i5o[ 


] oe 

e ? iz i :im?[ 
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]. Xev 

eXAricipexp ivuvjxl 


] 
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]e 

(p0ovoi)cavoi8a[ 
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CD R[] ORh R[ 
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] [ 

friva . eo)veY5iK(p[ 


] [ 

0 C[]? M ?[ 
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ItoTctepoI 

5eKap7tocp0opo[ 


]? COO 0[ 

E ?[ ]?| Z [ 

6 

]oxacpovc[ 

El8ofx[]v7toX'U < [ 


] 0 ?[ 

M 0 1 OMM [ 
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xa[ Jyaiovi£p07t[ 


m 

? ? ? ??[ ]P\[ 

8 

]5io[ 

T<?[.. 


]5??[ 

[ ].[ 


U A [ 

9 WE^[ 

[ 

?[ 

10 .[ 

Notation i 6]? perhaps C ii 1 Stigmai may be lost above the first, third, and seventh signs 5 ]?: like a 
Z but with the bottom stroke zooming up as a long rising diagonal, above which is a stigme ?[: compatible with 
the tip of another M 6 The E is uncertain. Then something similar to the Z-diagonal described at 5, again with 
stigme; then possibly E 7 Of I only a foot turned to left (P etc. are also possible) 8 Above X.i, perhaps Z or T7 
9 A: or half of M 10 prima facie T. 




til xoi-ac <p\) xiyy oc oa .t 5o[ 



* 2 "EX- Xr| - ci pe^-pt vov ji[ 





9 Mfi vl'eQ 


Text i 6 e.g. K]potd<poic, ]o x<x<poi(c) ii 1 to: possibly ta <p: \\f unlikely 2 "EMnci pexpt vov 
3 (pOovoucav oi8a (oi8ac, oiSac’) or oi 5’ a-, etc. 4 tiva Oeoiv eySiK(p[, i.e. ekSik- 5 8s Kap 7 io 90 opo[ 

6 Possibly 7coX/i)K[ocp7r- 7 iep07c[ot-, LeporclpeTi-? 9 £[: (3 may be possible; pi) p‘ e^[, pi) pe p[ ? 
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IV. Fragments from the Roman Period 


No. 46 PAP. OXY. 4462 


155 


II 

First published by M. L. West; 1 see there for photograph and more detailed notes on the text. 

The fragment seems to consist of separate excerpts. The beginnings of new excerpts are marked f 

at lines 4 and 9 of col. ii by ecthesis and by wider gaps separating these from the preceding lines. 

In the space between the text of 8 and the notation of 9 there seems to have been further writing, f | 

possibly a heading or subscription. 

Not enough of the poetic text is preserved to establish the nature of the pieces, though ii 9 
looks like a dramatic plea of some sort, and ii 4 (xtva 0£a>v £k5Lk(d[v ‘which of the avenging | 

gods’?) would suit the same type of composition; both lines are beginnings of excerpts, ii 1-3 
(end of excerpt) may have been in iambic trimeters, provided that the v in 1 is short (which will 
rule out n/nxfiv). The scansion of pcxpt in 2 is ambiguous, but the stigmai imply that the word is 
divided between thesis and arsis, i.e. the first syllable is long. 

The separate excerpts are notated in different keys. The preserved notes in col. i 2 are com- f 

patible with Hyperionian, Lydian, or Hypo- or Hyperlydian, those in i 6-9 with Hyperionian or 
Hypolydian; those in ii 1-3 are Hypolydian; those in ii 4-8 are Lydian; those in ii 9 are Ionian or 
Hyperionian if the second note is read as A, Lydian or Hyperlydian if it is read as M. All are 
diatonic. 

These statements are subject to the caveat that unfamiliar note symbols appear at i 7 and ii 4, 
in each case a vertical with a stroke branching up to the right from its foot. Though not similarly 
made, both are perhaps to be identified with the symbol k, rather resembling a modem quaver 
with a long tail, which appears six times in no. 56 and which is hard to equate with any of the 
signs listed by Alypius. The same sign now appears also in no. 49, i 4. The prevailing key in 
each case is Lydian or Hypolydian. West’s suggestion that the sign represents K must be aban¬ 
doned as neither musically nor palaeographically satisfactory. Inverted A remains a possibility 
but would still involve musical anomalies. 2 The problem awaits a more convincing solution. 

The identifiable notes of the fragment fall in the range e-a '. The preserved sequences are too 
short for tonal centres to be identifiable. The widest intervals that appear are the falling fifths in 
ii 7 and (if Lydian) 9. The only division of a syllable between two notes is at ii 2 vuv. It is 
marked with the double point preceding the notes; the leimma following the 3E. indicates the pro¬ 
longation of that second note in the group, i.e. the rhythm 

The normal principles relating melodic line to word accent appear to be breached at least in ii 
3, where the last syllable of (pGovoucav is on a higher note than the accented syllable. 

Application of the stigme is not perspicuous throughout. In i 6 (double-short rhythm) and ii 
1-3 (iambic) it marks the arsis (in the ancient sense of the up-beat), as it is supposed to, but in 
the following lines, where the metre is obscure, no recognizable pattern emerges. In these lines 
diseme symbols are used on at least some long notes, whereas in the preceding excerpts none is 
to be seen. 


1 West (1998), 83-5. 

2 West 1 (1992), 15. 
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No. 46 


PAP. OXY. 4462 


Second century AD 


Fr. 1 


] ? [ 

1 ].tc[ 

] ro' oto' o' v r [ 

2 ]cc[ . ](0 KO Cp . cup[ 
] [] Z l[]Z l[ 


3 ]v 0oc . TEpTCca Xa[ 

] Z r r "fxa Z ? [ 

4 ]vo a[ 1 voi a [ 

5 

]? []? A ?[ 

]cu ov[], y<!>v[ 

6 

]Z 1 A :gl [ 
]ov pa vi av .X[ 

7 

] A ZZ [ 

]ax . . av[]e.0a[ 

8 

] A [ ]A 

]o[]o V [ ].[] 



2 

#4= 

-| r • 

]ec[J © Koc-pe cx> p[ 

*> 

_L "i 1 ' K k- 

#= 

3 

- S’ J-- 9 - 

]v0oc d-xep-rce-a Xa[ 

n i -tr- n .- 

“5J 

4 

-- 9 W • 

]vo a[ ^-"]voi-a 

r— h r——i_—4- 

6 

m 

J. Jl -J J 

]o\>- pot-vi - av \[ 


7 ]a-xo .a - v [ ]e. 0a[ 


[ 

.[ 


Fr. 1 Notation 2 The dashes marking the higher octave are mostly lost; clearest on the O' above ko. Above co 
what looks like a r with a short stem and a long crossbar bent down at the end. The same symbol appears to recur in 
line 4. As T is alien to the key, an alternative interpretation must be sought. The only possibility seems to be I, that 
is 1 with diseme attached at the side; there is an example presenting a similar appearance in the manuscript C of no. 
25, over AfiX-te (see pi. 5). However, no disemes are preserved in these fragments otherwise 3 Z uncertain both 
times 4 The first Z uncertain 5 A: or A 6 Z, the first I, A, and £ all uncertain. Above the punctuation point, I 
surmounted by a long rising diagonal mostly to the right, and above that a stigme. 

Text 2 Apparently c [e] or c[u] co Kocpe, cu (or o\>) 3 The notation points to a vowel after ]v0oc; dxepjtea 

likely 4 Above voi what looks like Xa at a lower level than the musical notation 5 Perhaps ]aiov aycov 6 ox>- 
paviav. 
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Fr. 2 


Fr. 3 

1 

]J K 

]e voi[ 

1 

]«.[(.,] .[(.)«[ 

2 

] X[ 

] va xe[ 

2 

] ? [ ] ? [ 
]ktc.[. (0 1 . ( .) e ca p[ 

3 

]?[]OA :[ 

]cpv 8 .[ 

3 

]AI U [ 

]ra xt) 0o cat 

4 

1 A AU[ 
]vK[Ja 6vl 

4 

] t 

] [ 

5 

]£ AAI [ 

]e ou t[ 

5 

]? 6 0 [ 
]ev o 5oi ret 


]?[ 




Fr. 4 

] [ 1 » [ 

1 ]a ec at) Xtc[ 

]:ZO'A 1313 [ 

2 ] K8t voc6eT[]av[ 

Fr. 2 Notation 2 No sign of a note over vet X uncertain 3 ]?[: the hooked top of a tall ascender, e.g. Q 
5 The 5. uncertain. 

Text 4 vtor t)[ E.g. K[X]a5t, K[p]a6i[a(-), K[p]aSr|[(-<pop-)- 

Fr. 3 Text 3 Most likely SHdx'oG’ oca or 6 (6) ca- 5 o5out[op-. 

Fr. 4 Notation 1 I uncertain, only a trace of a foot. 

Text 1 ec aiftio[v or a\>Uc[p - etc. 2 Apparently (£)]kelvoc 5e xd v[. 
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Fr. 5 

]Z [ 

1 ] v[ 

]U [ 

2 ]. o fl[ 

] [ 

3 M 

Fr. 5 Notation 1 and 2 Traces, readings doubtful. 


First published by M. L. West; 1 see there for photograph and more detailed notes on the text 
Five exiguous fragments, in all of which only three or four complete words can be ld ®' ltlf ' ied - 
>s unclear whether more than one composition is represented. For the ^ 

spaced out from one another to make the allocation of notes clearer. Between words there are 
sometimes wider spaces, and in one case (fr. 1. 6, possibly also 5) there is a law point in the 
middle of these spaces; this perhaps corresponded to a metrical or syntactic break. Sy 

spacing is also found in nos. 8, 17/18, 42/43, 50, and 55. The musical notation may be in the 

same hand * f phi i osop hical or religious cast. The vocative (to) Kocpe is paral¬ 

leled in Marcus Aurelius (4. 23 .1) and a couple of times in the poems of Gregory ofNazianz^ 
The key in these fragments is the Hyperionian. The notes come from the range b#-b#. This 
is a higher tessitura than the average, corresponding closely to the vpxoevSpc toreoc W de¬ 
fined bv Anon. Bellerm. 64. 2 A tenor voice was called for. ^ f 

There is a possibility that vowels stand in hiatus in fr. 1. 2 (before to, and a 8 am . af J e f K0C ^ 
on not c6 followed), 1. 4 (if e.g. Ketlyo a[), and 2. 5. In some other musical papyri of tins period 
we find instances of vowels which would normally be elided being set to a separa e s o no 

and accordingly written in scriptioplena: nos. 38 ii 3, 40. 16, 49 n 3. f t 6 

Melisms are usually marked by means of the hyphen (fr. 1. 2, 6, 2. 1, 4, 5, 5. J), m ir. i. 

there Is aS> double point, and in fr. 4. 2 perhaps a double point alone. The diseme sign occurs 
only doubtfully (see above on fr. 1. 2), and the stigme only sporadically. 

• West (1998), 86-9. 

2 As restored in West 1 (1992), 35. 
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IV. Fragments from the Roman Period 


No. 47 


PAP. OXY. 4463 Second-third century AD 


] I g C [ 

1 ]5ricG)X.8[ 

]C T £ [ 

2 ]Ticxpacov[ 

]I (DC OC[ 

3 ]5coKepi(p\)[ 

] ? [ ]-zn nocc?[ 

4 ]Tcai6ac7toxepaKx[ 

]U U~U IU[ 

5 ] t Q[]^aivacaYOU)[ 

6 ]7ot,ca0pricovopiiaciv [ 

]<D O C C£l IZ :?[ 

7 ]ovricccppaYexcK , ope[ 

]iz u !ll? 

8 ] . ^oxTicepcoc [ 

9 IpcDxucacYpoupac [ 





4 ] 7 iai 8 ac 7 to - xe Bar %[at 




Notation 3 C [: or 0[ 4 <DC: OO is possible ?[: possibly O 5 Above the second and third U there is a bracket¬ 
like device 7 The apparent double point after Z may be the ends of a short vertical stroke. 

Text 1 oAelce or <aA,e[xo, preceded by a patronymic? 2E.g. Ktoxaipificxpa cbv [Atyicem; or'Yrcep- 
p]ficxpa, less likely Mlficxpa 3 5(ok’ ’Epupu^ni 4 TtaXSric Ttoxe BocKxtai 5 paivdc ’Ayaufo 6 aepir 
cov oppacxv 7 E.g. rniplovnc, t^ovtic, KaU]ovT}c, p]ovnc, ’Avxxylovric or ]ov r\c ccppayic, then some part of 
<upw or Kupeo 8 xjo^oxric ’'Epwc 9 e]pcoxiicdc ypaqxxc. 
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]?x(D c x oxj xn[ 

10 ]^OCOTCOX 8 pODC(o[ 

]c oiocoiioh^; 

11 jKO^aKevcoTcXaci 

]Z Z1 X0CQC:0[ 

12 ]^pactc_8et^(ov[ 

]OOC XC<Th?[ 

13 ]vo0i.[ Jcp[Jv?8Tc[ 

]? ? ? ?????[ 

14 ]...[ ]vT9.9 t< PP9^V^[ 

]:0 ? A AZ: ?[ 

15 ]Tcpatcxvo7to|xopcpa[ 


Notation 10 Above the bar over the second O is a small but distinct device resembling a square spintus asper (h) 
and then a stigme 11 The bow of the O is abnormally low; the diseme barjif that is what it is) comes where the 
bow would be expected 12 The two Zs uncertain 0[ could be A[ 13 ]Q uncertain 15 The first A uncer- 
tain, with unexplained marks above. The line above A Z kinks up at the^end and ^embtes *®>“ 

fonned on nos. 11,23,40,42-3,53; see discussion by Winmngton-Ingram 2 (1965), 190 f.; Pohlmann (1970),138. 

Text 10 oitote (or 6 note), then poo or epou or epouc or MoucSlv (pouccotiS-, etc.) 11 on ce] KoXaKeuto 
itXocfroic X0701C or the like? 12 ] npdc or ppact, -fipacv, then possibly ce Sei^to or -tov (or 5 eiqa, etc.) 

15 E.g. 5 uxp] 7 ipalciv, A,u]ypaici.v, btypatciv (or -ate lv’), and urco pop<pa[ic. 
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IV. Fragments from the Roman Period 

First published by M. L. West; 1 see there for photograph and more detailed notes on the text. 
Two lines (6 and 9) are accompanied by no musical notation. They are written with normal 
spacing from the preceding lines, while the other lines are widely spaced to accommodate the 
notation. The notation was evidently written in after the text and by a different, more flamboyant 
hand; its owner appears to have been well accustomed to the notation and to have known what 
he was doing. 

We cannot tell whether the fifteen lines are all from the same composition. There are refer¬ 
ences to mythical femmes fatales in 2-5, to Eros in 8, and to Aphrodite in 14; there is an impera¬ 
tive in 6, and an apparent first-person verb in 11, suggesting a dramatic scena. The metre is het¬ 
erogeneous: there are dactylic phrases (3-5), iambic ones (6, 7[?], 8-9), and some lines with 
sequences of three or four shorts (10, 15). 

The notation-key is Hyperionian. The compass is from e to g', though the two highest notes 
are least used. The most frequent note is C= a; it also has the feel of a tonal centre. Next in fre¬ 
quency is O, the note a tone down. 

Line 9, where is no notation, may mark a division between two sections of the music. There 
are fewer high notes in the second section and more low ones. Semitone progressions occur only 
in the second section; in the first (and in the second too to some extent) they are repeatedly 
avoided by jumping a note in the scale, giving the interval of a minor third. 

Downward octave leaps appear in two places, and there are several other leaps of a fourth, 
fifth, or sixth. A feature pointing to a relatively late date of composition is the division of certain 
short syllables between two notes (in 8 to^ottic ’'Eptoc, and perhaps in 7 Kupe[) and of certain 
long syllables between three notes (4 BcckxL 8 ’'Epcoc, 11 7fiUxc[). In the last instance, if the 
word was some part of nXaczoc, this treatment may have been expressive. The cases of BaK%[ 
and ’ Eptoc may be related to the phenomenon observable in certain other musical papyri (nos. 
17, 39, 53) that mythological names are on occasion subject to especially elaborate melismatic 
treatment. 2 

Another late feature may be the tendency to flout the rules relating melodic line to word ac¬ 
cent. So far as we can judge, the accent is respected more often than not. But the upward leap on 
-plfjCTpa (2) goes clean against the accent; in 10, if otiote is the right articulation, the accented 
syllable is set on a lower note than the two others; and in 5 pcuvac ’Ayau[ri, while there is no 
conflict between the melody and the accents, the phrase breaches the principle that after an oxy- 
tone word (where there is no grammatical pause) the melody does not fall again until after the 
next accent. 

The stigme occurs in places, but is not used consistently to mark the arsis, being absent in 
some places where a sequence of four or five syllables and the accompanying notation are well 
preserved. Where it does appear, our ignorance of the rhythm precludes understanding. In gen¬ 
eral the diseme appears not to be used for single notes corresponding to a long syllable. It (and 
the triseme, if rightly seen in 15) may be seen on some but not all melisms (8, 11, 12, 13, 15; so 
perhaps in 3). It seems also to occur with notes above certain short syllables (10, 15). 

The hyphen, which takes the form of a long, straight, rising dash below the note-signs, is used 
with most but not all of the melisms. Where the melism contains three notes, the position of the 
hyphen below two of them ought to indicate whether the rhythmic value is JTJ or fj], and in the 


No. 47 PAP. OXY. 4463 

case of ( v E)pcoc it does point to the latter. In the other instances (4, 13), however, it seems to link 
all three notes. 

The double point occurs in 7, 11, 12, and twice in 15. In 11 it appears before the third and 
most elaborate of three successive melisms, and in at least three of the other four instances it is 
preceded by a melism, though we cannot be sure that another followed. At the beginning of 15 
what precedes it is lost, but only one note is visible after it, where the long (circumflexed?) syl¬ 
lable would certainly support a melism. 

The leimma occurs only in 11, where it serves to indicate the prolongation of the second note 
in a three-note melism, i.e. 

The meaning of the bracket-like sign linking two of the inverted omegas in 5 is obscure. 


1 West (1998), 89-93. 

2 West 2 (1992), 203; above, pp. 59,130; below, p. 178. 
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IV. Fragments from the Roman Period 


No. 48 


PAP. OXY. 4464 Second-third century AD 


1 ].[ 

] I K A O? [ 

2 ]A,£7EC07t(XTpac[ 

]--E- A ?[ 

3 ]cpopov7tapavo|i[ 

]0 lCOCO[ 

4 louScoTTiceTr [ 

]? C ^ 0 Z [ 

5 ]0V0LC7tlKpaC t[ 

] C O R 6 C [ 

6 ].etYevpe[.(.)]Y£ov[ 

]0 l[ ] ?[ 

7 ](ovi,c[ #i (.)]p.(po[ 

]z z| ]?2 ?[ 

8 ]£ XaA,e[..(.j]cvc[ 

]?[ 



Notation 3 The significance of the horizontal bars is obscure, but they are placed like note-symbols and similarly 
furnished, where appropriate, with diseme and stigme. Similar bars appear in nos. 4 (see p. 20), 44 fr. 1 -> 4. One 
might imagine the bar being an abbreviation for ‘same note as previous’, but if so, one wonders why it is not used 
more often, as repeated note-sequences are frequent in the musical texts 4 jO: E is also possible. 5. is uncertain. 
There is too much damage for any stigmai to be visible 7 O very faint and uncertain 8 The apparent stigme 
over the second Z is not certainly ink ]?: the tail of another Z? 

Text 2p]Xe7c&) (or a compound) seems likelier than ]7.e 7too. The melodic fall on 7 taxpccc[ favours jcdxpccc as 
against jtaxpdcfr ^ 3 56]cpopov rcccpd voplov, jcapavopttoc? 4 ]o: G possible; e.g. pelGvbcoxTic, ]m>5a> xfic, ]ou 
5(oxtic 5 ]ov ole, plovoic, (-)y]6voic, it]ovoic, etc., then xucpa, -ac, -ac 6 ei y' ev, Ercktyeo? 7 E.g. 
X,eip]cDvic[i ca)]pcpo[ix-, ' EXucJawicti, c\)]p <E>o[ipa)i. 
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First published by M. L. West; 1 see there for photograph and more detailed notes on tho IcmI 
Lines 3 ff. are separated from 1-2 by a gap and written with a different pen; they presumably 
represent a different text. This is confirmed by the notation: that in line 2 belongs to the Ionian 
or Hypoionian key, but that in 3-8 to the Hypolydian. This seems to have been another mumi» 
script containing musical excerpts. 

The notes preserved from the second excerpt fall within the octave/-/'; the other went at 
least a semitone higher. Intervals included a falling fifth at or near the end of the first excerpt, 
and a rising fourth and a falling seventh in the second. There seems to have been a melism on the 
last preserved syllable of the first excerpt. In the second we see no mclisms, but two clear cases 
of notes marked as triseme (4, 6). The rhythm is obscure, and the stigmai do not help to elucidate 
it. 

The melodic line is in harmony with the accents of the three or four recognizable words. 

1 West (1998), 93-5. 











































164 


IV. Fragments from the Roman Period 


No. 49 PAP. OXY. 4465 


No. 49 


PAP. OXY. 4465 


Second-third century AD 


Col. i 


1 1 


2 ] 


3 ] 


4 


] M V V 

]7rriA/U7toi 

] ? 

](p9C. 


6 ] x vo,l)c 


Col. ii 

][]? ? ? I [] [ 

1 Jya)Tep[]ucaxri.[ 

I ll OC/I Z Z[ 

2 ey_TacaeKooca[ 

I ?C02:I2 C ?[ 

3 0a\[/aEKervovK[ 

C/711 ? Z [ 

4 xj/aToGotvctTOUfit 

C COiOCC[ 

5 fivov riv u cp _ [ 

V o/ [ 

6 ouvicTeivaiGt 

Z Z Z 

7 Tcr|V 7 ciKpaya[ 


i S 


2 eit’ ate - xac a- e-Kou-ca[ 



4 -\j/a to 0a - va - too \ x [ 


EE 


-pvov T|V 


6-cp.[ 


OUV KTEl-Vai 0[ 


-TCT|V 7CL - Kpav a[ 


ur> 

First published by M. L. West; 1 see there for photograph and more detailed notes on (lie It-si 
The lines in the two columns are not in alignment, and the fact that the musical notation in col i 
is alien to the key employed in col. ii suggests that different compositions may be represented 

In ii 2-3 it seems that a woman relates how, with reluctance, she buried a certain mule, 
perhaps on a (rugged) shore, in which case he had presumably been cast up drowned. This may 
be a mythological situation based on Euripides’ Hecuba : Hecuba speaking of her son Polydorns, 
treacherously murdered by Polymestor and cast up £7i’ cxKTaic. 

The notation in col. ii is Hyperionian, but the M at i 4 indicates a different key there, probably 
Lydian; the theoretical alternatives, Dorian, Hypodorian, Phrygian, and Hyperphrygian, arc 
nowhere attested among the post-Hellenistic documents, whereas Lydian is common. 

The preserved notes in the Hyperionian part lie between the limits a and /#'. (The singer is 
therefore a man, although the song is or includes a woman’s lament.) The lowest of these notes, 
C = a, appears to be the tonic. Several times (ii 3, 4, 5, cf. 2) we see the melody rising from this 
note in two or three steps and then descending again to it. The note a fifth above, Z = e provides 
a secondary focus. 

Melisms are of the more advanced type, with short syllables divided between notes in ii 3 and 
4, and the final vowel of elGaya given its own note instead of being elided. r\v/r\v in 5 is 
apparently set to four notes, an exceptional extravagance; the four signs are divided two and two 
by a double point. The double point is used normally in 3, but omitted with other melisms. Two 
of these have the diseme instead (2), but this again is not used consistently. 

Melody and accent show some correspondence, but if etc’ aKxdc is read in ii 2 there is at least 
one discrepancy. The reading of the second note in ii 4 as U also looks suspect from this point of 
view. 


1 West (1998), 95-7. 


Notation i 4 On the second and third signs see above, p. 154 5 An apparent Z with, sitting on top, a 

sinuous upright (as tall as but differently formed), through which runs a long rising diagonal 6 Two long rising 
diagonals. 

ii 1 Above []t> perhaps the top left of A with triseme over it; or all part of U? 3 Between I and C two marks, 
possibly interpretable as C: On the edge what looks like the start of a diagonal rising from over k[ 4 A diagonal 
from over the first x, and under it an obscure sign, possibly U ?: possibly A or Z 5 The C’s in this line all seem 
to have a small hook at the top 6 Above uv the tips of a tall sign, perhaps 

Text i 4 e]7ir|Xt> rcoi (not, rtoi-), or ]7rn Xurcoi? 6 The last word perhaps i^vouc or %vouc. 

ii 1 cx]vo)T£p[o]t)c? <x]vco (pep[o]uca not suggested 2 ere’ aicxac may be a possible reading. Then aeKouca 
[... e]0a\|/a exetvov 4-6 If the slanting mark above the note C at the beginning of 4 is a diseme, -ydxo (or -\)/d 
to) is implied. Then perhaps Gavatou p[oipav...7ioX6'b]pvov, pv tup-... ouv KTelvai (Kteivai, KTEivaiG’) 

7 Xoiirriv iciKpav? 
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IV. Fragments from the Roman period 


No. 50 PAP. BERLIN 6870+14097 (1—12) Second—third century AD 



O 

C 02 

O 

O : 

<D C [ 

1 I 


1 

TT A 1 A N 

Q 

" n a 

1 A 

N[. 

. ,].i[] p n n [ 




C : 

Hz 

Z 

U [ 

:] AUA A[ 


2 

TON A A 

A C 

• Y T 

E P TT E 

1 ^ T A C [ 



? 

? 

Z 


:uey 

UA A 

t 

3 

AO 

N 

K A 1 

A E 1 

N A 

1 " ?AN ©O 

Y [ 


l 4 

Au n‘ 

Z 

U 

: UAI 

i ij 

[ 

4 

An 


n n 

a r a i 

T 1 C M H NO 

[ 


[ 

i 

ch 

I 

: 1 Z i 

1C 

[ 

5 

EY[ 

] T A 

n, 

A 1 A 

N OCMOY C 

A [ 


d 

z. c h 

: Z A T 

O Z Z'l 

[ 

6 

KPA 

N A 

c 

Y 

m n n 

^ N E I A P 

[ 



6 

c 

: 

nj> 

Z : A UZ 

[ 

7 

1AC 

4> O 

N A 


0 

C TT Y P 

B [ 



A 

zj 


i In 

O I 

: 1 Z JJ 

8 

X A 1 

T A 1 

^C 

C T E 

Y A 

C A A TOY 

T 


O 


1C 

i 

Tri 

z e 

t 

9 

M A 

T P O 

C A n E 

1A N 

K A H A Q N 

A [ 


OC flj) 

zj 


z 

I i :/ 

v vjj 

10 


C 

TO 

Z E Y 

C A A 

A O Y X E 1 

T 


: r 

z h 

A 

'I 

: IZ 

I : IZ 

i 

11 

f A 

N 

T O 

" r a 

C E 1 

M B a A O 1 

o 

NN 

> 


0 C h 

12 noT 


Notation 2 [:] suppl. Pohlmann (1970), 94 3 ? ? West, ? h Pohlmann (1970), 94 4 :A Wagner (1921) 258, 

B A Schubart (1918), 766 :U Pohlmann (1970), 94, ? U Schubart (1918), 767 6 first Z Wagner (1921), 259, Z 

Schubart (1918), 767 7 C Wagner (1921), 259, © Schubart (1918), 766 8 :l Mountford_(1929), 153, ? I Schu¬ 
bart (1918), 766 11 first: IZ Wagner (1921), 260, • IZ Schubart (1918), 767 second : iz Pohlmann (1970), 94, 

IZ Schubart (1918), 767. 
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Kai S{e}t- vax Hav - 0cn) [yac cuy - kAtj - pox Tep - px -] Axov 



7ta - yax x’ ’Ic-pti - vote kolX-\ik - pa-vox> x’l Ex>-[p(b] - xa- 



Ilai - av, oc Mo\>- ca[xc kuk - Acai xac 'In- not)] Kpa- vac 



oc rrop (3[aX- Aou - caxc a pep’ axy - ^av] xax - xaxc cxe - \j/ac 



Aa - xcv6[c xx - p© - ptov fix - %ac cac] pa-xpoc A(b - (3av- 



xcox yac ev [3© - A.oxc £a[v- 0oi xxk-xov -xax mp] - 7tox. 


Text 1-12supplements e.g. West: 2 au]X(ov Reinach (1919), 13 7 (3[dM.exc aiy^riv Wagner (1921), 265 

10 [cTiAnvav dXXa^ac aolydv Burkert 11 ^[avGoi xeAAovxat Kaptoi Reinach (1919), 13. 

1 7 tai(av) in ekOecic, paragraphos above rt(ax) 4 A,© West, 5© Schubart (1918), 767 5 eot ] West, Kp or ku or 

k V Schubart (1918), 766 11 4oc[ West, £[ Schubart (1918), 767. 
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No. 50 PAP. BERLIN 6870+14097 (1-12) 
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This stately Paean is preserved as the first of the musical items collected in Pap. Berlin 6870. 1 
In 1992 it was augmented by the attachment of a small additional fragment at the upper right- 
hand comer, 2 contributing seven extra letters or letter traces to the poetic text and three associ¬ 
ated musical notes. As in the two instrumental excerpts (nos. 51-2), the music is wholly diatonic. 
This points, together with the melismatic style characteristic of the Imperial period and the 
elaborate rhythmical notation, to a date of composition not much earlier than the manuscript. A 
second-century date is most likely. The poet of the Paean is unknown. There is no reason to con¬ 
nect it with the archaic Paean of Tynnichos of Chalcis, as A. Belis has proposed. 3 There is only 
one fragment of Tynnichos (EUprmd xt Moicav: PMG 707), which is incompatible with no. 50 
because of its metre and dialect. 

The upper and left-hand margins of the papyrus are preserved. The longest lines have a width 
of 16. 5 cm. (lines 2-10) to 19 cm. (lines 1, 11). The right half of the text is lost. The amount 
missing 4 can be estimated only roughly on the basis of the metrical reconstruction (see below). 
The first line of the Paean is marked as the beginning by a paragraphos and £k0ecic; the final 
word ran over from line 11 to line 12, the rest of the latter line being left blank. The text is writ¬ 
ten without division of verses, which often end in mid line, but with spaces between most sylla¬ 
bles to accommodate notes and groups of notes. 5 

The melody is in accord with the word accents with few exceptions. 6 The notation-key is Hy¬ 
perionic. The notes occurring are O C O 2. I Z A U O {g a b c'd' e' f#' g' a'). The text consists 
entirely of long syllables. However, as the careful rhythmical notation shows, there is contrast 
between shorter and longer time-values, some of the syllables being prolonged to double or even 
triple length. The arsis-points enable us to analyse the bar structure satisfactorily, and it is appar¬ 
ent, as H. Abert recognized, that the macron (-) above certain notes and note groups here signi¬ 
fies not diseme but tetraseme value: as the syllables are all long, the unmarked notes are already 
disemes. 7 Groups of two or more notes are bracketed together by means of the dicolon preceding 
the group and/or the hyphen beneath it. The leimma is confined to the catalectic verse-ends, 
where it must be interpreted (with Th. Reinach) as a lengthening of the preceding note, since in 
lines 4, 7, 8, and 10 a further note follows it, and in lines 6, 9, 11 the leimma is written before the 
final consonant of a closed syllable (6: Kpavaflc, 9: Xcbpaflv, 11: anlyaflv). R. Wagner argued 
that in the cases of lines 4, 7, 8, 10 the leimma lengthened the following note, a view which soon 
encountered objections from J. F. Mountford. 8 

The composition consisted of eleven catalectic periods. As nine periods (lines 4-12) end with 
a leimma, we may suppose a leimma at the lost end of line 1 and the damaged beginning of line 
3 too. By the addition of the leimma the last syllable of every period becomes hexaseme. Wag¬ 
ner, by arranging the lines around the catalectic verse-ends with leimma, had already found the 
rhythmical pattern of no. 50, which recurs clearly in no. 51, an instrumental piece: every period 


1 For the history of the discovery of this papyrus, its state of preservation, dating, and contents see above on 
nos. 17-18, p. 58. 

2 See above, p. 58. 

3 Belis (1998), 80 n. 15. For Tynnichos see Kappel (1992), Pai. 4. 

4 On column-widths in musical texts see Johnson 1 (2000), 66-8. 

5 Division of syllables is found also in nos. 8,17-18,42-3, 46, 55. 

6 The exceptions are: 1 the second Ilaidv, 5 oc, 11 yac. 

7 Abert (1919), 317. 

8 Reinach (1919), 18; Wagner (1921), 274-6; Mountford (1929), 159 n. 5. 


of no. 50 consists of twelve long syllables, which have the following rhythmical values: 

(V By using only long syllables the poet gave the paean a slow tempo ap¬ 
propriate to ritual solemnity. 2 The initial line shows a syncopation-variant on the standard 
scheme, the third and fifth syllables being tetraseme instead of the second and fifth, with the 
consequence that © is divided between thesis and arsis. 3 After the fifth syllable of every period 
there is regular caesura. Rhythmical variety is achieved by dividing some syllables between two 
notes (many of the tetrasemes between three notes), and by splitting the hexaseme syllables at 
the end of the period in different ways (lines 5, 6, 9: J., lines 11,12: JJ, lines 4, 7, 10: J J. J>, 
line 8: JnD ). 

Periods composed entirely of long syllables, implying a slow and solemn tempo, are found in 
hieratic poetry from the Archaic period on. Aristides Quintilianus recognizes several different 
metres composed of long syllables, among them the crcovSetoc fxei^cov (u u) and the 7tai©v 
ETUpaxoc (- - — -). 4 The first of these might, one would suppose, be capable of realization as 
a ‘greater dactyl’ or (u - -) or a ‘greater anapaest’ (- - u). Wagner applied such a dactylic 
analysis to the Paean, dividing each period into four bars with a preliminary upbeat, and com¬ 
bining the hexaseme catalexis with the following upbeat to make an octaseme bar (J. J ). 5 The 
period then appears as the half-speed equivalent of u|-uu|-uu|uuuu| —>. From a 
metrical point of view, however, this is unparalleled: lyric dactyls may have an anacrusis and 
catalexis, but never resolution of the princeps. 6 

M. L. West’s anapaestic analysis, n-u|--u|- - — | — — u 11, is recommended by the 
pattern of the words, the regular caesura after the second anapaest (i.e. the first anapaestic met- 
ron), and the fact that the omission of the initial ‘short’ has parallels in ionic and anapaestic lyric 
from Classical and Imperial times. 7 On the other hand it involves dividing the hexaseme catalec¬ 
tic syllable of every period between measures. It seems that the text was composed in ‘greater 
anapaests’, but the musical setting used a rhythmical pattern (pu0|iorcoua) that is more con¬ 
veniently represented by Wagner’s dactylic bars, which our transcription tentatively adopts. 

Attempts at supplementing the lacunae can at least start from a calculation of the number of 
syllables to be restored, but are subject to no control in respect of the number of letters, because 
the spacing required for the notation, as we can see from the preserved portion, varied unpre- 
dictably. Many of the older proposals for supplements are ruled out as having too many or too 
few syllables. 8 In line 1 G. B. Pighi took the projecting nauxv, © naiav as an isolated epipho- 
nema and assumed the loss of a whole line after it. 9 But this would far exceed the presumptive 
width of the column. The supplements we have printed are of course merely exempli gratia , to 
convey an idea of the Paean’s singular rhythmical form. Regardless of supplements the structure 
of the Paean is obvious: periods 1-4, 5-8 and 9-11 are set off as stanzas. Perhaps a twelfth pe¬ 
riod is lost, which should have ended with an undivided hexaseme like periods 4 and 8. 


1 Wagner (1921), pi. I a. 

2 Cf. West 2 (1992), 155-6. 

3 Cf. Wagner (1921), 279. 

4 West (1982), 55 f.; 2 (1992), 155 f.; Aristides Quintilianus 1. 15 (35. 12 f. W.-I.), 1. 16 (37. 7-12 W.-I.). 

5 Wagner (1921), 278 f., pi. Ia. 

6 Snell (1962), 25 f. 

7 West (1982), 125 (Euripides), 139 (Timotheos), 171 (no. 59), 172; 2 (1992), 155 f., 317 f. 

8 For discussion of supplements see Pighi (1943), 174-202; Heitsch (1961), 169 f.; West 1 (1992), 14. 

9 Pighi (1943), 197 f. 
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IV. Fragments from the Roman period 


No. 51 


PAP. BERLIN 6870 (13-15) Second-third century AD 


13 CjF HFy CF<^< : < □ C F C h K ? [+10] 

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 

14 r h [CJH] nr] c f i c y < *_k < c r< n [+14] 

1 2 3 4 5 6 7 8 9 10 11 12 13 1475 16 

15 [Ch] MZ MC Y<C< F < T- <:< C[???h] [+14] 

1 2 3 4 5 6 7 8 9 10 11 12 13 


Notation 13, 3 H coni. Pohlmann (1970), 98, H Pap. 4 F Schubart (1918), 768, F Wagner (1921), pi. B 5 ^ 
West 1 (1992), 13, * Schubart (1918), 768 8/9*_Wagner (1921), 260,4 Schubart (1918), 768 16 K ? Pohlmann 

(1970), 98, K Wagner (1918), 260 _14, 2-3 [CF M] Pighi (1943), 203 3—4 r"[F]C (a suprascript above the 

cancelled signs 2-3) Pohlmann, P +C Schubart (1918), 768, West 1 (1992), 14 10/11 K added above which 

means^KPohlmann (1970), 99 16 0 West 1 (1992), 13, h Pighi(1943), 203 15, 7/8 C< Pohlmann ’(1970) 

98, □< Schubart (1918), 768. 



This instrumental fragment is indented in relation to the Paean by the equivalent of two sylla¬ 
bles. Like the Paean, it is notated in Hyperionic. The preserved note-symbols are T H F C 
< □ \ Z vi ( e f # gab c'd' e f#’ g' a'). As R. Wagner recognized, the rhythm is also the same 
as in the Paean. 1 Here too we find catalectic note-groups with a leimma, which enables us to de¬ 
limit the periods. But as the instrumental notation unaccompanied by text occupies much less 
space, complete periods are preserved. The scheme that emerges is -u 11 u 1 -----u n, which 
corresponds exactly to that deduced for the Paean. There are no note-signs following the leimma 


Wagner (1921), 277 f.; West 2 (1992), 319. 


No. 51 PAP. BERLIN 6870 (13-15) 


171 


as in no. 50. 1 Therefore the leimma in no. 51 must be a real pause, not a lengthening of the pre¬ 
ceding note. 

In line 13 a leimma concludes the first period; the second, mostly lost, ends at the beginning 
of line 14, and traces of the catalectic group that closes the third are identifiable later in the same 
line. At the start of line 15 stand the deleted signs C fi, which G. B. Pighi was no doubt right to 
interpret as the end of the fourth period, repeated in error. 2 The fifth period lacks four symbols at 
the end. Of a possible sixth period nothing remains. The lines of notation, their length calculated 
according to the above scheme, did not extend so far to the right as in the Paean. 

Only the pointing of notes 3-5 of the first line contradict the scheme, perhaps in consequence 
of a scribal error. In line 1^ where a group of notes is cancelled, Pighi recognize d a d ittogra- 
phy. 3 Above the tenth note ^ a K has been added; the group is to be interpreted as ^J<, analo¬ 
gous to the hyphenated groups at lines 14. 14-15 and 15. 7-8. 

It remains to explain the symbol }, which always stands between two identical notes and 
which appears also in the second instrumental fragment (no. 51, 13. 8-9 and 15. 10-11; no. 52, 
21. 8-9). H. Abert and Pighi thought it might be the note V But apart from the fact that the 
rhythm in those passages will not accommodate an additional note, in the third instance (line 21) 
the note 1 is melodically inappropriate. The symbol must therefore have articulatory signifi¬ 
cance, with no time value of its own. Th. Reinach and Wagner are no doubt right to take it as a 
form of staccato-sign, referring to F. Bellermann’s Anonymus, §§ 2, 9-10, and 91—2. 5 The trea¬ 
tise distinguishes KopTucpoc, for which it gives the symbol +, and jxeXicpoc, for which it gives 
f . 6 The meanings of the terms can be inferred from the writer’s explanation by means of solmi- 
zation syllables. He renders F + F by tcovtgj, F f F by towco, while in § 86 the legato group FC 
is expressed as tghx. We may accordingly interpret Kop7ucpoc as staccato and pe^icpoc as half¬ 
staccato. 7 In the Anonymus’ examples the symbols are placed between pairs of identical notes, 
and this agrees with the use of the 4 in the papyrus. The left-facing symbol itself does not coin¬ 
cide with any of the shapes given by the manuscripts of the treatise, so that there remains some 
uncertainty as to whether staccato or half-staccato is intended. But there can be no doubt that the 
symbol represents a link between notes, alternative to the hyphen, and not a further note. 

Abert wanted to find another 4 in the cancelled note-group in line 14, but Wagner saw that 
this was wrong. 8 Finally, there is a + between the notes written above 14. 3^1. It cannot well be a 
note, as there is no hyphen. Nor is the Anonymus’ Koprcicpoc appropriate, as it stands between 
unlike notes. It may be a deleted note. 9 

In key and metre the fragment appears closely related to the Paean. It cannot, however, be 
intended as an accompaniment to it, since it had at most six periods as against the Paean’s 
eleven. As in no. 50, the transcription adopts Wagner’s dactylic bars. 

1 See above p. 169. 

2 Pighi (1943), 203. 

3 Pighi, ibid. 

4 Abert (1919), 321; Pighi (1943), 204, 219 f. 

5 Reinach (1919), 26; Wagner (1921), 269. 

6 Variously formed in the manuscripts; see the apparatus of D. Najock’s edition ad locc. 

7 On Greek solmization cf. Westphal (1867), 477-80 (incorrect symbols on account of inadequate knowledge 
of the manuscript tradition); West 2 (1992), 265. 

8 Abert (1919), 321; Wagner (1921), 269. 

9 Abert (1919), 322; Wagner (1921), 269. 
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IV. Fragments from the Roman period 


No. 52 PAP. BERLIN 6870 (20-2) 


173 


No. 52 PAP. BERLIN 6870 (20-2) Second-third century AD 


20 \ h vi h \_vi Z \ jc 1 t < *' C < ? [ 

1 2 3 4 5 6 7 8~9 10 11 12 13 14 15 16 

21 : iT\ QjC vj;K'Viz^Zvl\ C \^< 1= [ 

1 2 5 6 7 8 9 10 11 12 1^4 15 

22 M k 'm h i\ z n \j= \ z vi n [ 

1 2 3 4 5~6 7 8 9 10 11 12 13 14 

Notation 20, 8\ or [\] or 0 West 1 (1992), 14, [\J Schubart(1918), 766, 768 16 ? West 1 (1992), 13 21, 15 

E= West 1 (1992), 13, t Pohlmann (1970), 104. 




This second instrumental piece is indented like the first, and again notated in Hyperionic. The 
preserved notes are ^ < II \ Z M K (c d' e f#' g a b'). The rhythmical symbols of nos. 50 and 
51 reappear, as does the staccato-sign ^ of no. 51, here between two notes Z. There are no prob¬ 
lems of reading, as this portion of the papyrus is well preserved. But the rhythmical interpreta¬ 
tion of the fragment presents difficulties. 

R. Wagner offered a transcription which, as J. F. Mountford noted, failed to take due account 
of the hyphens and arsis-pointing. 1 H. Abert’s and G. B. Pighi’s transcriptions suffer from mis¬ 
interpretation of the colon and the staccato-sign. 2 Mountford postulated negligence on the part of 
the scribe as he approached the end of his task; but the exact correspondence of rhythm and 
pointing in lines 20 and 22 makes the assumption of error unlikely. The basic scheme in these 


1 Wagner (1921); Mountford (1925), 176 n. 1. 

2 Abert (1919), 318, 321, 324; Pighi (1943), 220, 242 (pi.). 


lines appears as The group - D can take the place of either -- or u, implying 

that the leimma here represents an actual pause, not a lengthening of the preceding note. 

The peculiar distribution of arses and theses can be understood, as E. Pohlmann pointed out, 
in the light of Aristides Quintilianus’ description of the tcocicdv ejuparoc, a paeonic foot com¬ 
posed of five longs instead of five shorts: Tiodfov ejuflaToc 8K paicpdc Gececoc Kod paKpac 
apcecoc teal 5\>o poncpcov Gecetov Kod paicpdc apcecoc, that is, The sequence above 

can be analysed in terms of the related measure ----- and its inversion -----. Where two 
disemes are combined in a tetraseme, an arsis-point over one of them naturally disappears: hence 
the variants u--- and u-u. These two lines, then, are to be divided into bars of five disemes 
each. As the pointing shows, the notator (like Aristides) analysed this greater paeon as a com¬ 
pound of 2 + 3 or 3 + 2, just as Bacchius and the Mesomedes scholiast do with the normal 
paeon. 2 But in the normal paeon there is only one alternation of thesis and arsis. 3 The double 
alternation in no. 52 confirms that the paeons here are of the half-speed variety, and that (as in 
nos. 50 and 51) the shorter and longer notes are to be taken as diseme and tetraseme, not 
monoseme and diseme. 

In line 21 Pohlmann (1970) saw a different rhythm and marked off bars of four disemes, 
- - - 1 ; he had to suppose misplacing of an arsis-point over the sixth instead of the fifth note. 
However, there is no particular difficulty in the assumption that the rhythm here too is paeonic, 
as in the preceding and following lines. We have only to suppose that the first two notes of the 
first bar stood at the end of line 20. 4 

Before any attempt was made to decipher the notation of the Berlin papyrus, W. Schubart 
wrote: ‘Wir haben also Ausziige oder Proben vor uns, und der Zweck der Niederschrift liegt er- 
sichtlich nicht im Text, sondem in der Musik. Es sind Beispiele etwa aus einem Handbuch der 
Musik, vielleicht auch nur fur einen bestimmten Zweck aus einem solchen Buch ausgeschrie- 
ben\ 5 A retrospective glance at the four pieces can only confirm his opinion. The Paean (no. 50) 
and the Ajax fragment (nos. 17-18) have nothing whatever in common in respect of their con¬ 
tent. The latter is the older of the two by some way, as the metre, the disagreement of melody 
and word accents, and the implied strophic form indicate. In metre as in notation-key it stands 
apart from the other three pieces. The Paean repeats the same period eleven times with minor 
rhythmical variations, and respects the accents. The first instrumental fragment repeats the 
Paean’s notation-key and metre, while the second, though different metrically, is in the same key 
and the same spondaic tempo. 

All four items are of some rhythmic interest, and one might refine Schubart’s hypothesis by 
conjecturing that they were taken from, or designed to accompany, a rhythmician’s treatise of 
the sort that we know from a third-century papyrus, possibly of Aristoxenus, in which lyric ex¬ 
amples are quoted as texts but without notation. 6 In this case the rubric aXko would make good 
sense, and it would be unnecessary to speculate further about possible connections between the 
vocal and the instrumental excerpts. 


1 Arist. Quint, p. 37. 7 W.-I.; Pohlmann (1970), 104 f. 

2 See pp.104,113 n. 1. 

3 See West 2 (1992), 140. 

4 West 2 (1992), 321. 

5 Schubart (1918), 764. 

6 Pap. Oxy. 9 + 2687; Pearson (1990), 36-44, 77-86. 
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IV. Fragments from the Roman Period 


No. 53 


PAP. OXY. 3161 recto 


Third century AD 


]C Z [ 

]e X P 8 a |4 8 v[ 

] 2 / I z [ 

]e a 5 p o p. © v c[ 

]o od>c/no[ 

].co) 0 s co rj x [ 

]c i i i n i [ 

]ci5ioiccivevvo[t[ 

] cn o c 6 o[ 

]pTj X 8 K V O V 8 X 0 8[ 

icnuu u u u ?[ 

]vuvuat)Ta XaXe.[ 

]z u i in c c [ 

]pict)vejioiTO0ave[ 

] I COU U[ 

leKvoveftovai J 

]? z u i z u i z z[ 

] . a X e p o r| n cp0ey^[ 

]? T uri izn z z[ 

]T(ov(pcovrivxaxoc .[ 

]X CXXC/ 

]x rj p e v c [ 


]a n a i c [ 

]UC/:UI I !U 0[ 
l.K.IjTparcovI 



1 ]e - xpE-a pev[ 


2 ]e - a 5pu - ji©v c[ 



3 1 CO) 0£ 


■n-xt 


4 ]ci 5x -oi - ceiv ev vop[ 


5 ]pti 


XEK - VOV EX - 0e[ 


6 ]v xi-vi xocu-xa Xcc-Xe [ 


7 ]pi cov e - poi- xo 0 oc-ve[iv 


8 x]ek - vov e - jiov ca J 


9 I.cx-Xe (to-i), f| <p0£7~^[ 



10 ]x©v (poo - vf|v xa~xcx.[ 



! 11 ] Trj - p£\)c. 



I1I11I 


W 



i m i' if 




13 


] 4 k.[J xpa-trov[ 
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NB: Haslam = Haslam 1 (1976). 

Notation 3 O or Q West 4 C or Z and H or i Haslam, 59 5 0[ or \[ Haslam, 59 6 C or Z Haslam, 59 

11 ]X or ]C West <t XXC West, C XXC Hasiam, 59 13 0[ or C [ Haslam, 59. 

Text 3 ] cco Haslam, 58, or ] e© West 4 Sioicetv ci. Haslam, 61, Atoic{c}iv and vop[otc(i) Kannicht (1981), 
276 f. 6 not s\[ Haslam, 59 7 0av£[iv Haslam, 61 9 tyaXe or ]aXXe West (ton r\ or n (rather than (toxin) 

Haslam, 62 12 axiaic or ] a xcaic Haslam, 61, or vldrccxic West. 

Fr. 2. 1-10 

]? ? [ 

1 ] ,1X1)© . .[ 

]0 X 0[ 

2 ].[.].[. J.VYt 

]?k [ U z [ 

3 ]x a p p (o[ . ]e y a X[ 

]0 :OUC:On[ 

4 ]tp a 8 0 o v[ 

1! U I [ 

5 ]. v © v x r| c e[ 

[ 

6 ] .[ 

]%\ 7 7 C C[ 

7 l^atpDxovl 

]C <D AlOC[ 

8 ] . .[ ~ 

] ? z n [ 

9 ] . to c a i [ 

10 ] k a 0 to c k[ 

NB: Haslam = Haslam 1 (1976). 

Notation 3 K or U Haslam, 59 4 :0 Q West, ? O n Haslam, 59 5 ]} Haslam, 59, ]\ or ]<p West 9 Z or £ or 

U West. 

Text 3 xap|3© [pkydXttoc, -a, sim. Haslam, 61 4 (pa- or <t>a- Haslam, 61 10 Ka0©c (prose) Haslam, 61: or 

-K(i0© (Mop- West. 




3 ]xap - [3© [|_l]e - ya _ X[ 
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IV. Fragments from the Roman Period 


11 ] 5 ti[ 

12/13 ]X°c k \) p o v 

14 ] p,oXe8r|i8[ 

15 ] p-ETayriv^t 

16 ] x o v a x U i[ 


Fr. 2. 11-17 


]0>:<DC[ ] ?[ 

17 ]cpvi[ 

NB: Haslam = Haslam 1 (1976). 

Text 11 AntiSdneia ? Haslam, 61 13 ] CKupov.[ Haslam, 59, X° Oojpov jjl[ West 14 eJpoXe AtiiS[d|i£ia 

Haslam, 61, pota 8’ fjvc[ Kannicht (1981), 278 15 or peyainv),! West, pera-trivM Haslam, 59 16 ’ AyiJiX[eI- 

ov sc. 7cai8a sim. Kannicht (1981), 278. 



Fr. 3 

]|U O ?C $0 [ ] ? j [ 

1 ]ca7ccG^6C£vSiaY'DvaiKa 

]0 C?(D05O OCO 

2 loixojtapicaitoXoixoKpicic 

Notation 1 \[ or 0[ West. 



Text 2 ocTcoXloiTo Haslam 1(1976), 61. 
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1 ]. ? Vi . ] . . . [ 

]?£ i | ? X I 5 [ 

2 JitocacwiiaxaTtocaJtveDj 

]OOi £Z O 70CC Z <p[ 

3 ] 8 (pv.yripe'ucvEK'uct 

]o oiiocn o o c n ? h z [ 

4 ]tOV (pT|yp,£Xavr|p£i8c0v[ 

]j| O O 0:0C 2 T ? [f ?[ 

5 ] > £KTlVTf7ttOV£|l'DpOp.T|v[ 

]ZjO \\ -o 5[ 

6 ].ex£TT|i:£i,ac.[.]ciYT|caxo[ 

]?? j ? ? O Z 0[ 

7 ].atpovecxevl 

]Z? 0 1? i I ? I ![ 

8 ] > ..c'OV£V'nx£XO|ioiTOYX[ 

]? ? c n [ ] ? [ 

9 ]. . . k a t a 7i a) p el8[ 

]? ? Oh l [ 

10 ]..VY'nceXX,[ 

]C 6 i[ 

11 ].o . £poe[ 



j7to - ca ctp-jia-xa, rco-ca txveu.l 



3 ]8cov.Nrj - peyc veicu-c[i 



4 ]iov toc- q>riY jXE-xot Nrj - pel - 8cov[ 


5 ].£-kt| vrp7tL-oy £-p\) -p6-pt|v[ 


]ct - yin - coc - xpt 



7 ]. xa - cpov ec - X ev t 


8 ] . . . cv -ve- vri - xe ■ xo pm xov xt 


9 ] . . . tea - xa Tfop' 


s 1 ~ 

10 J . . x> Y 1 ! 0 


f EX-A,[a5oc 


*11 ] . o. epo-0[ 


NB: Haslam = Haslam 1 (1976). 

Notation 2 ]?5 Haslam, 60, or ]ZI West _? X ^est, O ? ? Haslam, 60. ,3]OOiiZ West, ]?Oi?iO? Has¬ 
lam, 60 7<DC CZO West, £OC (or C) C C ?[ Haslam, 60. 5 ]} I West, ]?j Haslam, 60 : OC West, O 

Haslam, 60 6 Z| O Zl West, ? ? ? Haslam, 60 7 Z West, C or I Haslam, 60 10 O fi | West, O £ (or i) Has¬ 
lam, 60 11C Haslam, 60, perhaps C West. 

Text 2 ]noca ctppaxa, jcoca 7UY86|i[aTa Haslam, 61 3 v£ia)c[i(v) Kannicht (1981), 278 4 xa<pfiv Haslam, 61 

7 xgupov ecxev Haslam, 61 10 y or x Haslam, 60. 
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These four fragments, published by M. W. Haslam, 1 are written in a late third-century hand 
(the same, apparently, for both text and notation). There is occasional spacing between words. 
More music is on the verso, but in a different hand (see no. 54). The texts were re-edited without 
the notation by R. Kannicht. 2 T. J. Mathiesen discussed the music, and M. L. West made new 
transcripts of the better-preserved portions of frs. 1 and 4. 3 He has recollated the papyrus for the 
present edition. 

The verse is dramatic in nature. Frs. 2 and 3 and probably 4 are set in the context of the Tro¬ 
jan War; fr. 1 may belong to the same composition, although the only mythical reference recog¬ 
nizable in it is to Tereus. A lament of Thetis for Achilles is suggested by fr. 4. 4-5 and perhaps 
fr. 1. 7-8. Deidameia is probably brought in in fr. 2, possibly in the context of Neoptolemus’ 
departure for Troy. 4 

Kannicht observes that the use of 7cveup.aTa for \jn>xat (fr. 4. 2) may indicate a late compo¬ 
sition. 5 That it was in tragic form is evident in fr. 2, where a lyric portion is followed by a head¬ 
ing or character-name AH[ (Deidameia?), four lines of what were clearly marching anapaests 6 
without music, with paragraphoi before and after, and perhaps the marginal note X° (Xopob), 
and then more song. This may suggest that we have to do with something more continuous than 
just a selection of tragic arias. On the other hand we should hesitate, in the absence of any re¬ 
mains of iambic dialogue, to assume that the fragments come from a complete copy of a tragedy. 
The existence of complete texts of tragedies bearing musical notation has yet to be established 
(though cf. the commentary on no. 5, p. 25). 

The melodic notation is Hyperionian: 7 “I X O C O £ I Z A U (^ ef#g a b c d' e /#' g'), 
with perhaps an Ionian K (c#') at fr. 2. 3. If the low notes are correctly read (fr. 1. 4; 2. 7; 4. 3), 
the total range extends over an octave and a fourth. Besides there are several leaps of a sixth or a 
seventh. There is some agreement of melody with word accents, but clashes in fr. 1.3 (unless 
Geo), 5 tekvov, 10 qxovriv; 4. 2 rcoca (twice), 4 xatpriv. 

The usual rhythmical signs are used: diseme, leimma, dicolon, hyphen, stigme. An oblique 
stroke is used as a separator at fr. 1. 2, 3, 11; 4. 9. The second syllable of Nereus’ name at fr. 4. 3 
receives special melismatic treatment, with four note symbols (the last two apparently the same) 
and a tetraseme above. Probably the syllable was prolonged to double its normal length, a phe¬ 
nomenon for which we find parallels with proper names elsewhere. 7 

There is at least one case of a long syllable in pausa divided between three notes (fr. 4. 9), 
and three cases of a short syllable divided between two (fr. 2. 4; 4. 4, 5). In several places a note 
or note-group of diseme value is followed by a leimma, which sometimes coincides with word- 
end, so that it could signify a pause, but in other cases does not, and must there be understood as 
prolonging the note. At fr. 1.3 (if rightly read) it occurs after the oblique stroke and before the 
first note over the word fj%[; here it must surely denote an actual pause, corresponding to the gap 
left between the words. 


1 Haslam 1 (1976) and pi. VI (omits the left side of fr. 4, which was not at first identified). 

2 Kannicht (1981), 276-9 (F 684). 

3 Mathiesen (1981); West 2 (1992), 322 f. 

4 Cf. no. 39. 

5 Kannicht (1981), 277; but contrast his note on the following page (on F 684. 34). 

6 Recognized as such by Kannicht (1981), 276. 

7 No. 17. 17; 39.4, 5, 7. See West 2 (1992), 203; above, pp. 59, 130. 


The stigmai do not give much assistance in elucidating the metre. There are some possible in¬ 
stances both of -uu-uu (fr. 1. 6; 2. 7; 3. 2) and of -uu- (fr. 1. 7-9), for which see on no. 41; 
but there is much that does not fit into these patterns. Dactylic or anapaestic movement prevails, 
but lines such as fr. 3. 1 and 4. 2, 5, are clearly something else. A short-vowelled closed syllable 
is treated as long before initial vowel at fr. 1.8 £fiov and, one would suppose, at fr. 3. 2 ndpic. 



<1 
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No. 54 


PAP. OXY. 3161 verso 


Third century AD 


Fr. 1 


Fr.3 


Fr. 3 Notation 1 5 West, K Haslam, 67 2 05 OC :05 West, OK OC :0? Haslam, 66 3 C (above e) West, 

K Haslam, 66 K, perhaps jC or JZ West. 

Text 1 ]cooUc West, ]c.(pc Haslam, 66, ]et>tp c Kannicht (1981), 279 2 'AeAioo? Kannicht (1981), 279, a9- 

X .100 Haslam, 66. 


]o ! K ~1 [ 

1 ] i eixovX\) 8 t [ 

]? O X "1[ 

2 ] >> , ro5r|vvo[ 

]?? n [ 

3 b . v .. - [ 

]? O ? 0[ 

4 ].v e[ 

]? ? : XO[ 

5 ]avUi8(pv[ 

] <D [ 

6 ]taU5(ov xa[ 

] n a u ?[ 

7 ] (>) (p i xa U8[ 

]<p K O <j>[ 

8 ]\|/exai k o) jj, o[ 

] ? [ 

9 ]. to i a c i v ©[ 

] C . O [ 

10 ]pOKXDTc[ 

] 0 c [ 

11 ]% a p i v [ 


1 

2 

3 

4 

5 


] I 0/ I I 0/1 O 051 ?[ 

]caXiCG)Y£voccp7tepcG)v[ 

] <p :05 OC: 050 / 0[ 
]co na TpocaeUoDJte .[ 

] O :C0 C [ ] ? K [ 

] pacUeal. J.ftwv 

]K O K C [K]? 0 0 
].Y k a x a 0 p rj v r| c T] 

]?[ ]?[ ]???[ 




NB: Haslam = Haslam 1 (1976). 

Fr. 1 Notation 1 j or 7 or H Haslam, 67 H West HOC West, \ O Haslam, 67. 

Text 9 7iatp]cbiotc e.g. Kannicht (1981), 280 (but note spacing) 10 xeiJpOKTU 7 c[ 0 r ]p £ktuti[ Kannicht (1981), 
280. 



i'i 


i 


! 

i 


i 


These fragments are written on the reverse side of those printed as no. 53, in a different hand 
and the other way up. 1 On frs. 2 and 4 only scattered traces are visible and no transcription is 
possible. 2 After fr. 1 line 11 empty space; fr. 3 line 4 ends with a coronis. The text may again be 
tragic, but references to Persians and Lydians show that the subject matter was different from no. 
53. Anapaestic metre may be recognized in fr. 3. 1 and 4, perhaps in the whole fragment if 
paciXea be scanned uu- in 3 (only one note is visible over ea); there are no stigmai. 

The notation is prevailingly Ionian. Notes identified are “I X <D C OKI (eft gab cW d '), 
with Hyperionian 5 (cf) in fr 3. 1-2. There is little rhythmic notation to be seen apart from di¬ 
cola and the oblique dividers in fr. 3. 1-2. In three places in fr. 3. 2-3 short syllables are divided 
between two notes. 

Melody appears to be in accord with accent in fr. 3. 1 aAac, yevoc, 2 7iaxpoc 5 AeXun), but in 
1 Ilepctiw the circumflexed vowel is set to a rising figure, and in 3 paciXea, if we read the notes 
aright, the highest one is on the second syllable. 

1 Publications as for no. 53 (Kannicht (1981), 279 f., F 685); recollated for the present edition by West. 

2 Fr. 2 has traces of line-ends. On fr. 4 a Lydian note R is visible, followed by I. 
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No. 55 


PAP. OXY. 3162 


Third century AD 


]l 2 [ 

1 ]e T£ 0 l a X 

]0 :Zi 6 [ 

2 ]. t to v v v 

]M i i M [ 

3 ]OTT|C7tOeev[ 

] j M i E Z [ 

4 ]v % a pan toc k a M 

] E E E E E E [ 

5 ]ri p yap ox> k u pi c u v[ 

]i i m i 6 c[ 

6 ]0C £ ^ £ TC £ J_l \|/ £.[ 

]? []? M [ 

7 ] . £ v 5[ 





NB: Haslam = Haslam 2 (1976). 

Notation 2 ]0 or ]<j> Haslam ,69 4 ] \ or O or P Haslam, 69 6 0 rather than P Haslam, 69. 

Text 1 ayiete 0iac[ov e. g. Haslam, 69 2 in view of the spacing e. g. v6^[e or vo^[i, not West 3 6 5 ec~ 
7c]ott|c jioGev or better yEvoitJo xfjc 7co0’£v[£Ka e.g. Kannicht (1981), 280 5 ftocTlfip or jxtit[tip and leopsT, for 

itacistic Knpt Haslam, 69 cnvtriYopon e. g. West. 


This fragment was published by M. W. Haslam together with the preceding items. 1 Text and 
notation are written by the same hand, which is dated to the mid third century. As in some other 
musical texts, 2 the syllables are spaced out, the accompanying note being written above the last 
letter. The nature of the text is unclear. 


1 Haslam 2 (1976), 67-72 with pi. VI. Cf. Mathiesen (1981), 20 with fig. 4; Kannicht (1981), 280 (F 686, text 
only). 

2 Cf. nos. 8, 17/18,42/43,46, and 50. 


The notation is Lydian and Hypolydian: the notes C O 5 I Z E {a b c d' e f ') are Hypolydi- 
an, while M is the Lydian c associated with P (b/). P is not certainly attested in the fragment, 
though a possible reading in lines 4 and 6. The only melism is marked with dicolon and diseme 
(2). Stigmai are for once used clearly and consistently, marking out trochaic metra on the pattern 
-u-x. This is the converse arrangement to that recognized by Aristides Quintilianus, who states 
that the first half of the trochaic metron was the thesis and the second half the arsis. 1 

The word £^£ 7 i£p\|/£ (6) is set with its accented syllable on the highest note, and so too is 
jcapamd (4) if accented oxytone rather than proparoxytone. In the case of tcov (2), similarly, 
accent and melody can be in agreement only if it is oxytone, i.e. the end of a word such as koi- 

TC0V. 


! Arist. Quint. 1. 17 (p. 38. 4 W.-I.). Similar inconsistencies occur with the ancient orderings of thesis and arsis 
in the iambic and paeonic metres: West 2 (1992), 137 n. 21, 140. 


i 
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No. 56 


PAP. OXY. 3705 


Third century AD 


MENANDER, Perikeiromene 796 


1 

l 

1 

! 

! 

z 

M [ 




X O t) 

8fj 

x 6 n o v 

x t 

p.vtrip.ove'Dttd 

cot 

Uyet;] 

2 

Ml 

Zl 

V-/ 

MZ 

\1 

01 





x o n 

8 T) 

X 6 7t 0 X) 

/ 

X l 

|xv[r|p6ve'i)nd 

COL 

A, e 7 e t;] 

3 

M 

p 

M 

u 

p 

c [ 




X O V 

St| 

x 6 n o x> 

x t 

[i v T|[p 6 v e v p a 

cot 

Aeyet;] 

4 

MJ, 

VI 

11 

n 

11 

IJ 




[x 0 t) 

8 f| 

X 6 7E 0 V 

x i 

livTiixoventtcx 

cot 

X e y e t;] 



It is doubtful whether this should be classified as a musical text, but it is in any case of some 
interest. The same iambic trimeter 1 is written out four times (perhaps more in the original) with 
different intonations. The first editor, M. W. Haslam, hesitantly suggested a liturgical purpose, 
while A. Belis saw it as a model exercise by a teacher of melography who incorporated in each 
line a deliberate technical error, so that his students should see what not to do. 2 M. L. West made 
another transcription, with the suggestion that the alternative settings were designed to illustrate 


1 Although nothing is left of the fourth line of text, the similarity of the note-placings and of the melodic line to 
those preceding makes it very probable that it was indeed the same verse. 

2 Haslam 2 (1986), 47 f.; Belis (1988), 53-63; cf. Haslam (1988), 139 f. 


different styles. 1 M. Huys finally put the matter on a new and wholly unexpected footing by 
identifying the verse as a line from Menander, Perikeiromene 196? It comes from the dialogue 
between Pataecus and Glycera in which he discovers that she is his daughter. He is asking her 
what her foster-mother had told her of the place where she had found her; it turns out to corre¬ 
spond to the place where his baby twins had been exposed. His question in 796 may therefore 
have had an emotional tone. 

The notation is Lydian, with an admixture of Hypolydian in 2 and 4. It makes use of the pe¬ 
culiar and still unexplained note-symbol U, found also in nos. 45 i 7, ii 4, and 49 i 4 (all Lydian 
or Hypolydian). Apart from this, the notes represented are the Lydian C P M I Z U {able d? e' 
g) with the Hypolydian by-way O 1 (fy c) as an alternative to P M. If there was any difference 
in pitch between M and I, we cannot determine what it was; in 2, at any rate, the switch from M 
to 1 is sufficiently accounted for by the progression to O, though in 4 some other factor must be 
involved. 

Each version has either one note per syllable (1, 3) or two (2, 4). In 4 the second note of each 
pair is an anticipation of the first note of the next. Each version except 1 starts on the same note; 
all except 3 have a similar melodic contour, related to the word accents. The exception is a sur¬ 
prising one, with the unaccented second syllable of xotcox) assigned a note a third higher than 
any other in the fragment, 3 and the interrogative xt set relatively low. As in other pieces xt(c) 
tends to be set notably high, 4 we are tempted to suspect that a mistake has been made and that 
the U should have stood over the xt. 

We should not have expected iambic dialogue of Menander to be set to music, even though 
this appears sometimes to have been done with tragic dialogue in the Roman period. If we had 
found a continuous piece of Menandrian dialogue with musical notation, we should have been 
obliged to believe it. What this papyrus offers, however, is clearly something different. It seems 
possible that the intention was to illustrate different ways in which an actor might speak the 
verse, the musical notation being used in an attempt to describe speech intonations. Apart from 
the one instance of U, which we have suggested may have belonged to the interrogative xt, the 
notes are confined within the compass of a fifth; it will be recalled that Dionysius of Halicarnas¬ 
sus gives this as the interval by which the melody of speech is measured. 5 


1 West 2 (1992), 324. 

2 Huys (1993), 30-2. 

3 Haslam’s reading of the note as U seems to be correct. It is written in a similar way in no. 53. 

4 Nos. 4. 9; 6 fr. 45. 3; 42. 2, 8; 53 fr. 1. 6. 

5 Dion. Hal. Comp. 58-9 SiaXeietoo pev ovv peXoc evi p.£xp£ixai Siacxfipaxi xcoi XeyopEvcoi 8iri rcsvxe (be 
eyyicxa, Kai ooxe ETtixEivExoa 7C£pa xcov xpubv xovojv kocI 'np.ixovio'D E7ti xo o^t) oox aviExai xoo xroptoo 
xonxoo tcXeov etii xo flapO. 
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No. 57 


PAP. OXY. 4466 


Third century AD 


1 


2 


C C a>C[ 

VOCOCKT£l[ 



T£ipeace t [ 


C C l[ 

3 KaiCTayco[ 

O C :CPC[ 

4 axpoyETout 


:UI ? M [ 

5 £( 3 X 0 )C£Vp[ 

[ ]P P C[ 

6 ) poc£7cay[ 


? P ? [ 

7 5aLpov[]tpv[ 

? I l[] l[ 



1 -VOC CXK - Tl[c 

/ 3 a ^T\ 



4 at - p\> - ye - top [ 







7 5ai - po - y (p y[ 


Notation 2 Two diagonal lines rising from teipeac, one starting above the first e, the other above a, divide the 
mass of note-symbols into three groups, corresponding to the three syllables. The readings in the first group are 
uncertain apart from the double point and the P 7 First, possibly A ?: possibly O. 


Text 1 (xktUc or dicTi[v-, preceded e.g. by ' YTtepiolvoc or (J. Rea) Kulvoc 2 Most likely teipect or -tei- 

pea(c) (ateipeac, 7coAa)teipeac) 3 mi ctaytbfv 4 atpuyetou 5 epAucev 7 5aipovcov rather than 5ai- 
pov[i]a)v 5-7 e.g. pfaGu^cxitac 5’ eicGope Koulpoc etc’ dy[Aa<xv x^ova,] Satpovcov [6e itac idxTi C£v X°p6c 
(West); or 7 5oajiov w N[eiXe? (Rea). 



i 


t 

i 


birth of Apollo, or, according to an attractive suggestion by John Rea, a hymn to the Nile, refer¬ 
ring in line 1 to the rising of Sirius. 

The notation is Lydian; the compass extends from/to g or (if A is correct in 7) to bj\ The 
tonal centre appears to be a. There is—again, if A is correct—a downward octave leap in 7, and 
if darpovcov is preferred to 6atp.ov (ov[, it is a leap contrary to the accent. Melody and accent 
agree in 1,3, 4, 5; whether they do so in 2 depends on the interpretation of (‘)x£ipea(c). 

Short syllables are divided between two notes in 4 and 6. But this is as nothing compared with 
the spectacular melism on (-)T£ip£oc(c) in 2, where tel- is distributed over six notes and pe- over 
three, the voice tumbling down a whole octave in the course of singing these two syllables. The 
six-note group is divided three and three by the double point. 


First published by M. L. West; 1 see there for photograph and more detailed notes on the text. 
The fragment seems to be hymnic in character; it might have been a paean, with mention of the 


West (1998), 98 f. 


i 
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PAP. OXY. 4467 


Third century AD 


1 

] [ ] [ 

] ou[].tou^[ 

2 

] 1[]TX[ 
]jCO[]uA/l)[ 

3 

] ?hx[ 

] . kovt[ 

4 

]I z A Z[ 

] . cova7toy[ 

5 

]? T? “1 ? [ 
Jv^ncxepa). [ 

6 

]IC TX TCX[ 
]iovocyapia[ 

7 

]Xh T t [ 
]evpu0oice[ 

8 

]X HC OC X[ 
Ixaievudaxt 

9 

]0 k K 6 [ 
]oXovro0a[ 

10 

] [ 

] . OCXOIVIOV [ 

11 

]0Ev5lTlV7CO[ 

12 

]”1XCX[ 

](p[ 









No. 58 PAP. OXY. 4467 
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Notation 2 ”1 might also be taken for Z 3 ?: like ! with the remains of a small circle at top left 5 The “I un¬ 
certain 6 TX: less likely TK. 

Text 1 oxAiou? 2 The melism over Xx>[ implies a long syllable; -7100 \x>- slightly more probable than a com¬ 
pound in 710 'dXd - 4 -cov arco y[avnc? The melodic line, however, might favour cxTcoyt 5 xep®V seems likely 

6 ’Otpjiovoc,' YrcepRovoc? 7 ev pu0oic 8 froa ev u8(xt[i, or u5ax[6evTi ftepE0p(oi, or something of the 
sort 9 Dative adjective ... ]oX,ovro 0a[vax(oi, or ev 5'ivaic cx7c]6X.ovto 0a[A.dccr|c? 10 Probably to cxoiviov 

First published by M. L. West; 1 see there for photograph and more detailed notes on the text 
Lyric, perhaps mythological in content. Three lines (1, 10-11) are without musical notation; 10 
is separated from 9 by a wider gap than normal, and may represent the beginning of a separate 
text. The same perhaps applies to 1, unless it is the first line of the column. 

The notation-key is Hypoionian, which is uncommon. The notes extend from e to /#'; the 
melody seems to move mainly in the lower part of this range, up to b. f# seems to be a tonal 
centre. If 9 is read as ]ota>VTO, the melody moves against the accent in that verse. 

The hyphen is used for melisms in 2 and 6. Use of the diseme and stigme appears sporadic 
The leimmata with stigme in 3 and 7 signify prolongation of the preceding note to triseme value, 
as for example at nos. 27. 7, 9, 14, 18, 19, 22; 28. 3, 10, 13 and 38 ii 6-8. 


West (1998), 99-102. 
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No. 59 


PAP. OXY. 1786 


Third-fourth century AD 


[ ]??????[] 

1 [-3 l-]ojj,o'O7racaiTe0eo'o 

t i 

Xo7inoi8e[J .[Jai. . . v [. . . ] 

[ ] Tz \J ocd cep n o :I1 I 

2 [-28-] t> x a v t] ciyaid 

Z ZE Z Z T i 6 [ ] t 

ytlSacxpacpaeccpopaxt. .] £ e 

[ }i i :ZT 

3 [c] 0 io v .[JXeirtf.] p [-13-] k o x a p. co v 

: I Z Z TO ij£ T\ fi O :tl <t> :di R 

p o 0 i o) v n a c a i t> p v o t> v t io v 5 r| p co v 

[ ] 6 C OCR :<t>C cj> OZ :?? Z fi ZcD O cp ? 6 

4 [it] a t e p a foiov xay'-ovjcvevpa nacaiSwayeic 

0 0 O OJ I Z:ZE| Z) IJ 5 5 10 CD 

eituptovoovttiiv apr|v apt|v tcpaxoccTivoc 

? R [ ]: oTRtD C : CCTI T\ T O 2 C 

5[ -15- ] 5 [co x] r| [p i] y o v <p i 

II ft O <D CO COl : I"tl 00 CO 

Ttavtcov a y a 0 co v a jj. r\ v otftrjv 

Notation 1 ? ? Pohlmann (1970), 106, perhaps twice a hyphen Wagner (1924), 202 ? ? West 2 TT Wagner 
(1924), 202, 208-9,Hunt (1922), 24 _00 CO West, OO CO Hunt (1922), 24 3 :fz Wagner (1924), 203,: I 

Hunt (1922)^24 ZJ Hunt (1922), 24, Z I Wagner (1924), 208 f. 4 0 West, C Hunt (1922), 24 QJ. Hunt 
(1922), 24, 05. Wagner (1924), 208 f. : ?? West, jj* Hunt (1922), 24 f) Z O O pap. explained as fi Z O O by 
Winnington-Ingram (J_955), 81 ? West, 5 Hunt (1922), 24, O Wagner (1924), 203 I Wagner (1924), 203, 

O Hunt(1922),24 5Q Wagner (1924), 203, 5Q Pohlmann(1970), 106,5 O Hunt(1922), 24 5 ? R [ ] West,? 
R C Wagner (1924), 204,: C C Hunt (1922), 24. 


F# ■ --. 


-s- 

H 


n h h i- i 





^7- 






po - 0i - ©v 7ta - cat. up - vouv - xcov 6’ f] - pcov 


dh-=\ 




pH 


K ^ 





1 1 K . =! 




§ 


5— ^* — 



U— 








A mmm - 

V ^ N —. 1-- 

¥ 

n&v - 

xwv 

a - ya - 0cov. 

a 

M-T1V 

a 

pf|v. 


Text 1 5e [ J. [ Jai...y[ West, a. Jap[_Hunt (1922), 24 2 Ttpbxavricp or ]u xav p© Hunt (1922), 24 

f., [ov> xav 6etXav o]u xav fi© Reinach (1922), 13, ou vuxxa u-, o]u xav riw West, [exet avx oupaviwv ayiou 
7tp]oxavecD Del Grande (1923), 174, [exei rcpoc ETtoupavicov dyup ceXatov 7rp]\)xavfi(p Pighi (1941), 214 f. 
%[. J£e (C or 8) West, X.[eur]e|[c]0cov (X or p or %; 0 or (5) Hunt (1922), 24 f. 3 £[ic]>.£vn:[6vxcov]p West 

[ ] Xei.x[* ]p (k or %, x or 7, p or <p or y) Hunt (1922), 24 f. [rcpoxoai] 7toxajudv (= Synes. Hymn. 1 (3) 80) 
Crdnert (1922), 398, tevlkecOtov \ii\ Jirtyai] n. Del Grande (1923), 174, [dTclpXEiTctovxtov] p[a8ivai rcpoxoail n. 
Pighi (1941), 215, [drcjo^Eirctovxtov] p[ucat rcvoicov, 7rnyod] K - Pohlmann (1970), 106, 109 Tioccoa pap., naya! 
Reinach (1922), 12 5 [del kcci 8o£a ©etp] Pighi (1941), 215, [vuv keic ccitovac (or 8o^av vuv Kaei) 8L8o|U’.v| 
5[a)x]fi[pi] povto Hunt (1922), 24 f., [8o£ eic aUi paciXfii 0ecp] Reinach (1922), 16, <K>aivoc [8o£a xe Or,if) | 
Del Grande (1923), 174, [vuv keIc aicavac. dpriv ap/riv Wagner (1924), 208. 
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The papyrus, published by A. S. Hunt and H. S. Jones in 1922, gives us five lines from a 
Christian hymn to the Trinity, written around the end of the third century AD on the verso of a 
list of grain deliveries from the first half of the century. 1 It is oriented at right angles to the recto 
text, using the height of the original sheet to accommodate lines whose length, approximately 30 
cm., is exceptional even for a music manuscript. 2 The right-hand margin is preserved. The left 
half of the first three lines is lost, but the fourth line is complete save for one letter. From the 
beginning of the fifth line only the notation remains. This was the last line of the hymn, as is 
shown by a gap after the final word equivalent to about eight syllables. 

The notation is Hypolydian, using the notes R if), <D (g), C (a\ O (b), Z (c'), I (d') 9 Z \ E 
if ), and the rhythmical symbols macron (diseme), leimma + macron, stigme, hyphen, and co¬ 
lon. 

Numerous scholars have contributed to the restoration of the gaps in the text and to the metri¬ 
cal and rhythmical analysis of the hymn. Wilamowitz identified the metre as anapaestic, despite 
certain irregularities, and pointed to a parallel for the content in Mesomedes. 3 W. Cronert ob¬ 
served the hymn’s close affinity with Synesius. 4 In his hymns too the world falls silent for the 
praising of God, 5 a motif also found in nos. 21 and 26. Several attempts at supplementation on 
this basis came from C. Del Grande. 6 H. Abert assessed the importance of the discovery for the 
history of church music. 7 Th. Reinach endeavoured to advance understanding of the text by res¬ 
toration. 8 R. Wagner, with Hunt’s help, checked the readings of the original edition and was able 
to improve on them in some places. 9 His hypothesis that the central part of the hymn, from 
ciyai:© (2) to 7ivs\)pa (4), was dactylic, was refuted by K. Munscher and N. Terzaghi. 10 G. B. 
Pighi followed Del Grande’s supplements and arrived at a metrical scheme that avoided the 
change from anapaests to dactyls and back again. 11 E. J. Wellesz attempted to separate the hymn 
from all other documents of Greek music, deriving it from Jewish or Syriac hymnody and fin¬ 
ding connections with early Byzantine hymns. 12 R. P. Winnington-Ingram put the metrical- 
rhythmical interpretation of the piece on a firm footing and, against Wellesz, stressed the close 
kinship between its notational technique and that of the Greek music fragments. 13 M. L. West has 
shown that the text and the melody too can be fully accounted for from Hellenic models. 14 He 
has recollated the papyrus for the present edition. 15 


1 Hunt (1922). 

2 On column-widths in musical texts see Johnson 1 (2000), 66-8. 

3 Wilamowitz (1922); Mesomedes (no. 26). 

4 Cronert (1922), 398. 

5 Synes. Hymn. 1 (3) 72-94 eucpapetxG) aiOfip mi yd ... iepeuopivtov ay'uov bpvcov, 2 (4) 28-50 yd ciyaxco 
eni cotc op.voic, cf. Mensching (1926); West 1 (1992), 48-50. 

6 Del Grande (1923), (1931), 450-5, (1960), 469-72. 

7 Abert (1921), (1926). 

8 Reinach (1922). 

9 Wagner (1924). 

10 Munscher (1925), Terzaghi (1925). 

" Pighi (1941). A text of the hymn with Pighi’s supplements, but without the musical notation, is printed by 
Heitsch (1961), 159 f. 

12 Wellesz (1945), (1962), 152-6. 

13 Winnington-Ingram (1955), 75, 80 f, 84 f., 86 f. 

14 West 1 (1992), 47-54. 

15 For the musicological literature B. Stablein’s comprehensive bibliography of the hymn up to 1955 is to be 
consulted: cf. Stablein (1955), 1057, 1062. 


The parallels with Synesius lead us to expect anapaestic systems. The arsis-pointing is con¬ 
sistent with this assumption, maintaining the pattern uu- or -- down to 4 7tveupcx. One ex¬ 
traordinary feature is the appearance in two places of acephalic anapaestic metra, 1 marked by a 
diseme leimma (2 fl ciycxxo), 3 fl bpvouvxojv). Another is the scansion of 7taxep<x x^iov 
%ayrov 7 tveujia (4) as four anapaests, Procrustean prosody imposed on the poet by the need to 
use the doxological formula. 2 

The remaining section, from 4 Ttacou, is also to be scanned as anapaests. But here, as Rein¬ 
ach and Pighi saw, the pointing has suffered a displacement by one position, from arsis to thesis, 
so that uu- is written instead of uu-. 3 Winnington-Ingram found the explanation. 4 The leimma 
before rcacai, though marked as diseme, must in fact be taken as tetraseme in order to maintain 
the anapaestic rhythm; it should have been written fl. But the scribe continued his pointing series 
mechanically forward on the assumption that it was a diseme, thus throwing everything out of 
phase. 

Pighi’s supplement in line 3 created another difficulty: it suited the available space, but^gave 
an anapaest too few, forcing Pighi to postulate an additional tetraseme pause before fl up- 
vouvxcov. 5 The alternative supplement e[K]Xeut[6vx(ov] p[uiai ttvouov, Tnyyai] 7 toxap(bv 6 
avoids this unattractive shift, while incorporating the cessation of the winds as a further charac¬ 
teristic element of the cosmic stillness topos. 7 

In line 5, above the initial lacuna in the text, there are musical notes corresponding to three 
anapaests. We expect formulae from the doxology that starts in line 4. Of the supplements pro¬ 
posed, only Pighi’s alvoc [del Kai So^a 0ecoi] fits the rhythmic pattern presupposed by the 
notation. 

Restorations of the long lacuna at the beginning are divided over the interpretation of 2 
]mavr|G). Reinach, assuming that the hymn should have a Doric dialect colouring similar to that 
of Synesius’ anapaestic hymns (he read rcayoci for rcacca in 3), ingeniously supplemented on 
xav 8eiAav, o]u xav f|(5. 8 One must then punctuate after f|© and suppose that the subject of 
ctyaxcQ is understood from something preceding. To connect it with what follows (‘Nor let the 
stars be silent...’) would be stylistically awkward, and it would mean rejecting the motif of the 
cosmic stillness in favour of a universal chorus, which apart from anything else would weaken 
the antithesis in upvouvxwv 5’ qpcov. The point is that the praises of God by the faithful will ring 
out amid the rapt silence of the cosmos, and the Heavenly Host 9 will chime in with the doxology. 

Hunt, on the other hand, though with some misgivings, assumed 7tp]t>xavficp, written for 
Ttpluxaveim. 10 As Synesius calls God acxptov Ttpuxavic, one might admit rcpoxavelov with the 


11 1 Recognized by Pighi (1941), 207. 

2 Cf. West 1 (1992), 51. 

I 1 3 Reinach (1922), 22 f. 

| 4 Winnington-Ingram (1955), 80 f., 84 f. 

■ ! 5 Pighi (1941), 215. 

t 6 Cf. Synes. 1 (3) 76-80; [Aesch.] Prom. 88 f.; Soph. Ant. 137. 

7 Cf Synes. 1 (3) 76-80, 2 (4) 38; Orph. Arg. 1008; Lucian Podagra 129; Aristoph. Thesm. 43; Eur. Ba. 1084; 
see nos. 21.9-11 and no. 26. 

8 Reinach (1922), 13. In fact parallels in Synesius (1. 345; 2. 5; 3. 21; 5. 6) suggest that rpc (or dcbc) should 

; i stand for ‘day’ and that the complementary term should be vt>4, e.g. on vuktcc u-, o]t> xav tiw. 

9 Cf. above, p. 192 n. 5. 

' ! 10 Hunt (1922), 25. 
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metaphorical sense of ‘centre, chief place’; 1 a city’s prytaneum contained its sacred fire-hearth. 2 
However, the double false quantity is highly suspect (especially in view of Synesius’ correctly 
scanned 7tpuxavic). The articulation ]o xav r|co is also favoured by the spacing between these 
letter-groups in the papyrus, which is lexical spacing, not syllabic. Neither restoration yields a 
proper correspondence of melody and accent, though there are clear examples of divergence 
elsewhere in the hymn: 3 rtoxapcov, jidcar (if not Tiayai), fipcov, 4 ayrov, apfiv, 5 dyaBarv, 
apriv. If these difficulties could be overlooked, a supplement such as Pighi’s [oca xocpoc | e^Ei 
Tcpoc ercoopavicDv ayico ce^acov 7c]puxaveicp ciyaxco 4 might have some chance of hitting the 
sense of the original, if not its wording. The same holds good for E. Pohlmann’s anapaestic 
cento 5 for the lost beginning: [Ce rcdxep Kocpcov, rcdxep aitovcov 6 pe^CDpev] opou. 7 


Synes. 1 (3) 34, cf. 2 (4) 181 voov jcpuxavic; Plat. Prot. 337d awo xo 7tpuxav£iov xfjc corpiac (of Athens), 
cf. Theopomp. FGrHist 115 F 281; Aristid. Or. 13. 179. 

Sch. Pind. Nem. 11.1. Wagner (1924), 218 n. 34, cited Didym. Alex. (39. 589b Migne), who compares npo- 
xaveta with EVKxripta, houses of prayer. 

3 If the poet wrote npoxavficp, it might be preferable to suppose that he scanned it normally and that this was a 
catalectic line, with an additional pause to the one marked before cvyocxo). The double notes above the first two 
syllables would still be possible in this text, but the diseme signs would be an error of the scribe. 

4 Pighi (1941), 214; Synes. 2 (4) 32 f. Etxpapeixo) oca Kocpoc e%ei. 

5 Pohlmann (1970), 106 f. 

6 Synes. 1 (3), 266 f. 

7 Clemens Alex. Paed. 3. 101. 3, line 59. 


No. 60 


PAP. MS. SCH0YEN 2260 Third-fourth century AD 


] i :l?[ 

1 ]\) p o v e a t>[ 

] AU:UOO'[ 

2 ]u o v 5 o A, o v[ 

]0 6 O 6[ 

3 ]a x o v o 5 e[ 

]Z UAj [ 

4 

FIG. 18: Pap. MS. Schoyen 2260 



Notation 1 ?: perhaps 0[ 4]Z or ]2 Al[ rather than Al[. 

Text 1 Eautxouc or -ac? 2 ]u rather than ]p; e.g. upx]uov 3 e[ rather than cp[. 


This fragment, formerly in the Issa Marogi Collection in Jerusalem, was acquired by Mr 
Martin Schoyen for his manuscript collection in 1996. 1 It is to be published by Rosario Pintaudi 
in a volume of Schoyen papyri. Meanwhile Mr Schoyen has kindly given permission for us to in¬ 
clude it in our corpus. 

There is little clue as to the nature of the poetic text apart from what look like narrative ten¬ 
ses. The notation is Hyperionian. The preserved notes extend over just an octave: OIIZAU0 
O' (bc r d' eft’ g a’ b'). Even within its brief compass the fragment shows clear signs of the 
florid style: short syllables are divided between two notes in 1 and 2, and there was a three-note 
melism in 4. 5oX.ov in 2, if rightly read as a complete word, 2 is against the accent. 


1 See „The Schoyen Collection" at www.schoyen.net. 

2 SoXojif (e.g. 5ok6p.[r|xic) ma Y aIso be a possible reading. 
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1 ?[?]??[ 

1 2 3 

2 MM OC[? ? ? ?]<M??[ 

1 2 3 4 5 6 7 8 

3 K i :<?[??] O M < C <| 

12345 6789 10 

4 V? M N ? < Z LJ C : Z[ 

1234567 8 9 10 11 

5 UCMMOUCFKl ?[ 
123456789 10 11 


Notation 2. 7 perhaps a leimma 2. 8 M ? 


This is one of a group of papyrus fragments acquired by the Michigan Library in 1922 from 
Sir William Flinders Petrie. It has a demotic text (apparently an account) on the back, and was 
itself put down as ‘demotic?’ until in 1998 Paul Heilpom recognized it as Greek instrumental 
music. Its publication is due to W. A. Johnson, to whom we are grateful for making it, and his 
treatment of it, available to us at an early stage. 1 The papyrus is available on the internet. 2 

The fragment comes from the foot of what was probably the first column of a roll. Johnson 
estimates that perhaps between seven and thirteen lines may be missing above, while noting that 
these need not all have been devoted to instrumental music; we know from the Vienna and Ber¬ 
lin papyri (nos. 15/16, 17/18, 50-2) that vocal and instrumental pieces may alternate on the same 
page. The column may have been considerably wider than the 8 cm. portion preserved. 3 No 
closer dating of the papyrus than ‘first to third century’ is possible, as neither the instrumental 
notation nor the demotic text on the other side affords a palaeographic foothold. 

The piece uses a wide range of notes, fourteen in all, with a total compass of one and a half 
octaves. It was clearly written for a sophisticated instrument, whether an elaborate aulos or a 
many-stringed cithara (or harp), and a professional performer. 4 The note-symbols are mostly 

1 Johnson 2 (2000); forthcoming. 

2 ftp://ftp.hti.umich.edu/staff7sooty/ 

3 See Johnson 1 (2000), 66-8, for the great width of columns in musical papyri. 

4 Johnson 2 (2000). 
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from the Lydian systems but with modulation into Hypophrygian in the last line. The diagram 
below shows the relationship of the different tetrachords used, with the shared notes that facili¬ 
tated modulation from one to another. (Notes not attested in the fragment are bracketed.) 


Hypolydian 


Lydian 


F 

C 

u 

n 

< 

C 

u 

Z kl 
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a 

H 

(c') 
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/' 

8 “ 



X 



\ 

X 



Hypophrygian h- 

1 M 

F 

C 
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N 

Z kl 

( d) 

el f 

8 

a 

bt 


d' 


/' 

8 a 


The notes in line 2 are Lydian; line 3 begins in Hypolydian, but after the short lacuna is back 
in Lydian; line 4 begins in Hyperlydian and modulates into Lydian, the sixth and seventh notes 
being common to both scales; line 5 begins in Lydian and can be read as Lydian as far as note 8, 
but the two lower notes that follow are Phrygian/Hypophrygian, and in fact notes 5-8 are com¬ 
mon to Lydian and Hypophrygian. 

The distribution of stigmai, together with the occasional dicolon (3. 3) and diseme (5. 3, 5), 
permits a clear analysis of the rhythm. 1 It is in triple time, with a single-note thesis and a tWO- 
note arsis. The space after 5. 10 suggests the end of a ‘line’ of music on the thesis-note. Therfc 
are usually three notes to the bar (*h J ) ), but we also encounter (3. 3-5, 4. 10-11) and«! 

j) (5. 3-4 and 5-6, approaching the end of the ‘line’). || 


Johnson 2 (2000). 
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ABBREVIATIONS 


AC 

AE 

AfMF 

A/MW 

AGWG 

AJPh 

AM 

AMI 

AP 

ARV 2 

BASP 

BCH 

BICS 

BPhW 

Bursian 


ChrEg 

CeM 

CQ 

CR 

CRAI 

CVA 

DLZ 

EA 

FBSM 

FdD 

FGrHist 

GrGr 

GRBS 

GrRF 

Fib AW 

IG 

JEA 

JHS 

LZB 

MGG 

MPER 

MPhL 

MSD 


L ’Antiquite Classique. 

’ApxcaoZoyiKij ’Eyrjpepic, Athens. 

Archiv fur Musikforschung. 

Archiv fur Musikwissenschaft. 

Abhandlungen der Gesellschaft der Wissenschaften zu Gottingen. 
American Journal of Philology. 

Mitteilungen des Deutschen Archaologischen Instituts, Athenische Ab- 
teilung. 

Acta Musicologica. 

Anthologia Palatina. 

Beazley, J. D., Attic Red-Figure Vase-Painters, 2nd ed., Oxford 1963. 
Bulletin of the American Society of Papyrologists. 

Bulletin de Correspondence Hellenique. 

Bulletin of the Institute of Classical Studies of the University of London. 
Berliner Philologische Wochenschrift. 

Jahresberichte tiber die Fortschritte der klassischen Altertumswissen- 
schaft, begr. von K. Bursian. 

Chronique d Egypte. 

Classica et Mediaevalia. 

Classical Quarterly. 

Classical Review. 

Comptes Rendus des Seances de I’Academie des Inscriptions et Belles- 
Lettres. 

Corpus Vasorum Antiquorum. 

Deutsche Literaturzeitung. 

Epigraphica Anatolica. 

Forschungen und Berichte, hrsg. von den Staatlichen Museen , Berlin. 
Fouilles de Delphes. 

Fragmente der griechischen Historiker, ed. F. Jacoby. 

Grammatici Graeci, Leipzig 1878-1910, edd. R. Schneider et al. 

Greek, Roman and Byzantine Studies. 

Grammaticae Romanae Fragmenta, ed. H. Funaioli, Leipzig 1907. 
Handbuch der Altertumswissenschaft, begr. von J. v. Muller. 

Inscriptiones Graecae , Berlin 1873-1939; ed. minor 1913 ff. 

Journal of Egyptian Archaeology. 

Journal of Hellenic Studies. 

Literarisches Zentralblatt. 

Die Musik in Geschichte und Gegenwart, Allgemeine Enzyklopadie der 
Musik. 

Mitteilungen aus der Sammlung der Papyrus Erzherzog Rainer. 

Museum Philologum Londiniense. 

Musicological Studies and Documents. 


MusF 

NGG 

NH 

NJb 

OGIS 

PCG 

PMG 

POxy 

RA 

RE 

REG 

RFIC 

RGW 

RISM 


RhM 

RIGI 

RMI 

RMus 

RPh 

SAWW 

Schriften Konigsberg 

SEG 

SHAW 

SO 

SPAW 

TrGF 

VS 

WJA 

WS 

ZfMW 

ZPE 


Die Musikfors chung. 

Nachrichten der Gesellschaft der Wissenschaften zu Gottingen, Phil.- 
Hist. Klasse. 

Neoc''EZXrjvopvripcov, Athens. 

Neue Jahrbucher fur Antike und deutsche Bildung. 

Orientis Graeci Inscriptiones Selectae, ed. W. Dittenberger, Leipzig 
1903-5. 

Poetae Comici Graeci, edd. R. Kassel and C. Austin. 

Poetae Melici Graeci , ed. D. L. Page, Oxford 1962. 

The Oxyrhynchus Papyri , edd. B. P. Grenfell, A. S. Hunt, E. Lobel et al. 
Revue Archeologique. 

Paulys Realencyclopadie der classischen Altertumswissenschaft. 

Revue des Etudes Grecques. 

Rivista di Filologia e di Istruzione Classica. 

Religionsgeschichtliche Versuche und Vorarbeiten. 

Repertoire International des Sources Musicales XI: Ancient Greek Music 
Theory. A Catalogue Raisonne of Manuscripts by Th. J. Mathiesen, Mu¬ 
nich 1988. 

Rheinisches Museum. 

Rivista Indo-Greca Italica di Filologia, Lingua, Antichita. 

Rivista musicale Italiana. 

Revue Musicale. 

Revue de Philologie. 

Sitzungsberichte der Osterreichischen Akademie der Wissenschaften in 
Wien, Phil.-Hist. Klasse. 

Schriften der Konigsberger Gelehrten Gesellschaft, Geisteswissenschaft- 
liche Klasse. 

Supplementum Epigraphicum Graecum. 

Sitzungsberichte der Heidelberger Akademie der Wissenschaften, Phil.- 
Hist. Klasse. 

Symbolae Osloenses. 

Sitzungsberichte der Preufiischen Akademie der Wissenschaften zu Ber¬ 
lin. 

Tragicorum Graecorum Fragmenta , edd. B. Snell, R. Kannicht, and Ste¬ 
fan Radt, Gottingen 1971 ff. 

Die Fragmente der Vorsokratiker , ed. H. Diels, Berlin 1922 4 . 

Wurzburger Jahrbucher, Neue Folge. 

Wiener Studien. 

Zeitschrift fur Musikwissenschaft. 

Zeitschrift fur Papyrologie und Epigraphik. 
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1. GENERAL INDEX 


accent and melody 1, 10 f., 16 f., 21, 25, 35, 39, 42, 
46, 50, 58, 72, 90, 110 f., 114, 122, 129, 131, 
137, 143, 147, 150, 154, 160, 163, 165, 168, 178, 
181, 183, 185, 187, 189, 194, 195; falling tone on 
circumflex 31 f., 143; rising 50, 72, 147, 181; 
prepositions atonic 129 n. 6 
Achilles 129, 178 
Aeolian key 32 
aeolic metres 72, 85 
Aeschylus’ Ajax plays 58 
Ajax tragedy 58, 173 

anapaests 21, 46, 128-30, 150, 178 f., 192 f.; ‘greater 
anapaest’ 169 
Andromache 50 

anthologies 123, 142, 154, 163, 173 
apokrota 110 n. 5, 113 
Ariphron’s hymn to Hygieia 114 
Aristonoos 72 n. 4 

Aristophanes, note symbols added in a 15th-c. 
manuscript 5 

Aristoxenus (? P. Oxy. 9 + 2687) 173 
arsis-points, see stigmai 

Athenaios (author of first Delphic Paean) 71, 85 

Bacchius 106, 108, 173 
bass register 136 

Bellermann, F. 5; his Anonymi 118 
Berlin papyri 58 
boys’ choir 71 

brevis in longo 73, 85, 130 f., 143 
Byzantine hymns 130 n. 3, 192 

cadent 131 

Callias’ ‘alphabet’ tragedy 17 n. 4 
cartonnage 14, 25, 38 
choriambic dimeters 85, 104, 112 
Christian hymns 130 n. 3, 190-4 
chromatic genus 1, 16, 25, 40, 46, 50, 55, 73, 136, 
143; ‘tense chromatic’ 38; chromatic and diatonic 
tetrachords combined 38 f., 46, 50, 73, 84 
chromaticism 1, 39,42; see also exharmonic notes 
citharodes 38; citharodic sphragis 30, 38 


colometry, absent from musical texts 7, 15, 20, 73, 85, 
142 

colon (double point), see dicolon 

column-width in musical texts 20, 58, 73, 85, 122, 

136, 142,192,196 

conjunct tetrachord, see Synemmenai 
coronis 20, 28, 31, 38, 136 
cretics 20 f., 72 f., 85 

dactylic metre 46, 179; ‘greater dactyl’ 169; dactylo- 
epitrite 58-60, 136 f.; ‘dactylic’ in rhythmicians’ 
terminology 137 
Deidameia 129, 178 
diagonal stroke, see diastole 
dialogue texts 142-4, 146 
diastole 15 f., 46, 50, 53, 55, 142,178, 181, 186 
diatonic 1, 25, 46, 50, 55, 73, 136, 168; ‘soft/tense 
diatonic’ 38 f.; see also chromatic 
dicolon 51, 87, 122, 120, 131, 137, 144, 150, 154, 
157, 161, 165, 168, 178, 181, 183, 192,197 
Dionysius (writer on music) 5, 106-8 
diseme signs 15, 51, 55, 59, 91, 110, 122, 128-31, 

137, 143, 150, 154 f., 157, 160, 165, 178, 183, 
189, 192, 197 

dithyrambs 38,46 
dochmiacs 15 f., 42 
Dorian key 15,40 
doxology 193 

ecthesis 58, 107, 112,122, 154, 168 
education, musical 119 
eisthesis 122, 170, 172 
enharmonic genus 1, 16, 20 f., 25 
Euripides: Hecuba 129, 165; Iphigeneia in Aulis 18- 
21 \Meleagros 123; Orestes 10-17 
exharmonic notes 39, 42, 73, 109, 129, 150 

fermata at verse-end 131, 144 

Galilei, Vincenzo 5, 106 n. 3 
glyconics 21, 72, 85 
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Hermione 50 

heterophony 15 f. 

hexameters 61 

hexasemes 137, 168 f. 

hiatus 73,85, 131, 143, 157 

high note for tIc 21, 36, 185 

Horace manuscripts with neumes 5 

horizontal bar for note-sign 20, 150, 162 

Hormasia 5, 114 

Hymettus 123 

hymns: to Asclepius 61; to Hygieia 114; to Isis, 
Physis, Sundial 104; to Nemesis 100-3, 106-15; 
to the Nile? 186; to Sinuri 87; to the Sun 96-9, 
106-15; to the Trinity 192-4 
Hyperaeolian 20, 59 

Hyperionian 61, 87, 129, 142 f., 150, 154, 157, 160, 
165, 168, 170, 178,181, 195 
Hyperlydian 84, 154,197 
Hyperphrygian 25, 38,40, 73 

hyphen 59, 87, 91, 122, 129-31, 137, 144, 147, 150, 
157,160 f., 168,172,178,192 
Hypodorian 25, 32, 38,40 
Hypoionian 129, 163, 189 

Hypolydian 50 f., 55, 84 f., 87, 104, 113, 122, 131, 
142, 147, 154, 163, 183, 185, 192 
Hypophiygian 38, 50, 197 
hyporchema 73, 85 

iambics 59, 72, 119; syncopated 122; iambo- 
choriambic 50; iambic trimeters 128, 131, 142-5, 
147, 154, 184 f. 
improvisation of melody 28 

instrumental notes in vocal texts 15, 19, 21, 51, 55, 
143 f. 

intellections extra metrum 143 f. 
intervals: quarter-tone 7,25 n. 3, 129 n. 5, 150 n. 3; % 
tone 38, 42; wide 21, 39, 150, 154, 160, 163, 178, 
187 

Ionian key 90, 129, 136,154, 163,181 
Jewish hymnody 192 

key signature written in text 28,44,46,48, 50 
Kircher, Athanasius 5 
Kopjn.cp.6c 171 


leimma 59, 61, 111, 122 f., 129, 137, 144, 147, 150, 
154, 161, 168-71, 173, 178, 189,192 f. 

Limenios 71-3, 84 f. 

Lydian key 15, 32, 40, 46, 50, 53, 84 f., 104, 109, 
118, 122, 131, 154, 165, 183, 185, 187, 197 

Marcello, Benedetto 5 

marginal notes and signs 51, 57 f., 60, 173, 178 
Mei, Girolamo 106 n. 3 
Meleager 123 
peA,iqi6c 171 

melisms 1, 15, 55, 59, 128, 130, 136, 150, 157, 160 f., 
163, 165, 178, 183, 189, 195; four-note 147, 165; 
six-note 187; nine-note 136 f. 
melody and accent, see accent and melody 
Mesomedes 92-115 
modulation 50 f., 73, 84 f., 131, 197 
Moucucri, T] (corpus of music theory) 114 f. 

Mylasa 87 

Neoptolemus 50, 129, 131,178 
neumes 5 

notation, little regarded in antiquity 1,11 
—articulatory, see Kop.jucp.6c, peA-icpoc, stigmai 
—vocal: barred notes 25, 35, 42 f.; Chromastrich 42; 

octave stroke 59, 155; historical development 55 
—rhythmical 59, 110, 122, 137, 168 

oblique stroke, see diastole 
Orestes 142; see also Euripides 
oscillating melody 39 

paean 186; of Aristonoos 72 n. 4; Berlin Paean 166- 
71, 173; Delphic Paeans 5,62-85 
paeonic rhythm 20 f., 42, 104, 113; Jtocitov ejcipaxoc 
169, 173 

paragraphs 20, 28, 31, 38,58, 72, 85, 107, 168,178 

pentatonic progression 39, 73, 160 

performance practice 1 

Phemios 91 

pherecrateans 21, 85 

Philoctetes 129, 131 

Philoxenus 38 

Phrygian key 15, 38 f., 46, 73, 197 

pitch 1, 7, 150, 157; see also bass register, soprano 
register 


5 

I 

I 
£ ' 


‘Platonic’ harmoniai 15 
portamento ? 150 
prayers 73, 85 
prophecy, deep-voiced 136 
prosodion 72 f., 85 

prosody, abnormal 129 £, 150, 179, 193 f. 

psalmody 1 

pyknon 20 f., 73 

Pythais 70-2 

Python 84 

quarter-tones, see intervals 

quavers, divided 123, 131, 150, 160, 165, 178, 181, 
185, 187, 195 

rhythmicians 137, 173 

Sappho painter 8 
satyric drama 50, 123 

scholia, metrical and rhythmical 104, 106-8, 112-14 

scriptioplena 50, 123, 131, 157 

Seikilos 5,91, 122 

separator stroke, see diastole 

silence of cosmos at divine epiphany 192 f. 

Sinuri 87 
Sirius 186 
solmization 8, 171 

Sophocles 143; Achilleus 25, 38; Philoctetes 131 
soprano register 59 
speech intonations 185 

spondaic metre 113, 168 f., 173; cjrovSetoc pei^cov 
169 

Spondeion scale 73 n. 3 
spuria 5 f. 
staccato-sign 171 f. 
stichometry 42 

stigmai 15, 20 f., 51, 55, 59 f., 91, 119, 122, 128-30, 
137, 144, 147, 150, 154, 157, 160, 163, 168, 171- 
3, 178 f., 183, 189, 192 f., 197 
strophic composition 10 f., 16 f., 42, 46, 58 f. 
syllable-spacing 7, 142, 157, 168, 182 
syncopation (rhythmic) 111, 169 
Synemmenai 73, 84 f. 

Synesius 192-4 
Syriac hymnody 192 


Technitai 71,91 
Tecmessa 58 f. 
tempo 169, 173 
Terence 5 
Tereus 178 

tetrasemes in proper nnrneii 59, 1 M), 178; in spondaic 
metre 168 f., 173; lelrmieme leimmit 193 
Thetis 178 
Timotheos 28, 58 
Tityos 84 

tonal centres 160, 165, 189 
tonguing (wind-playing technique) 8 
tragedy 25, 42, 46, 50, 53, 58, 129 33, 142-7, 178, 
181; choral odes supplied on verso o! papyrus roll 
25 

transcription conventions 7 
triplets 137 

trisemes 51, 59, 91, 111, 122, 137, 144, 160, 163, 
164, 189; at trimeter-end 131, 144, 147 
trochaics 59 f., 183; tetrameters 122 
trumpet-call 8 
Tynnichos of Chalcis 168 

vase painting 8 

Virgil manuscripts with neumes 5 
vowels written double 15 f., 31-3, 39, 44, 46, 50, 72, 
130; in Byzantine liturgical manuscripts 130 n. 3 

women’s roles sung by men 20, 59, 165 
word division in papyri 142 

Zarlino, Gioseffo 5 
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2. PASSAGES FROM AUTHORS 


Antiphanes fr. 207. 7-9 PCG II: 38, 136 
Aristides Quintilianus 1.9: 15 

— 1.15-16:169,173 

— 1. 17: 183 

Aristophanes fr. 283 PCG III 2: 123 
Aristoxenus, Harm. 2. 51: 38 f. 

Cratinus fr. 110 PCG IV: 123 

Dionysius of Halicarnassus, De comp. verb. 58-9: 185 

-63—4: 10 f., 17 


Ennius, Ann. 451 Sk.: 8 
Euripides, LA. 784 ff., 1500 ff.: 18-21 
— Or. 140-2- 153-5: 10 f. 

-338-44: 12-17 

Menander, Perikeiromene 796: 184 f. 
Pindar, Ol. 10. 85, al.: 130 n. 3 
Ptolemy, Harm. 1. 15,2. 14-16: 38 f. 
Virgil, Aen. 6. 49-99: 136 
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